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FOREWORD 


* And idle gleams will come and go 


But still the clouds remain" 
-Tennyson 


Sanskrit drama is like a city with many highways and 
byways. By and large, scholars and literary critics have 
ignored the byways like bhaya and prahasana in their fancy 
for the highways of nasaka and prakarana, Historians have 
wondered why, after the initial upsurge of bhanas published 
as Caturbhani, there is almost a blank for several centuries 
and why, once again, there is a sudden spurt of a plethora 
of stylized bhanas in the sophisticated writers of the South 
after the 17th century. For an answer to these and related 
literary problems, one should turn only to experts like 
Dr. S.S. Janaki who has a life-time's devoted scholarship to 
her credit and whose authority is unmatched in this area of 


study. 


Indeed, I find myself quite unequal to the task of 
writing a ‘foreword’ to my friend's excellent edition of 
Vatsaràja's Karpüracarita — complete with a learned and 
literary Introduction, a very racy and readable English 
translation and scholarly footnotes — because I see nothing 
to supplement her observations. Yet, if I agreed to write 
this, it is only in deference to her courteous desire. 


As ably highlighted by Dr. Janaki, this bhana ог 
dramatic “monolgue” by Vatsaraja is of many-sided interest. 
It is like an oasis in the arid desert that spans about ten 
centuries in the history of this genre. It is a light comedy, 
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short in compass, not so loose in structure and finds room 
for a few Prakrit stanzas even in the framework of a 
monologue which admits of only one actor-narrator who 
has to report actions and feelings of all characters by the 
dramatic device of ‘addressing the sky’ (akasa-bhasita) or 
talking to others imagined to be present, though invisible 
to the audience. И is a sophisticated world of dramatic 
convention, centred in the saloon of a hetaira ; and the hero 
is an adventurer, a gambler and an aesthete alive to the 
charm of women and the arts. He has scant respect for 
conventional morality and his behaviour provides a comic 
and satirical contrast to heroes in serious drama. More 
than all, its simple and scintillating conversational style 
gives it an edge over the studied bombast of some conven. 
tional máfakas. The spirit it breathes and the atmosphere it 
weaves is that of a prakarana like the Mrcchakatika. The 
‘vita’ of this bhāņa is not just a rake and a rogue; he is 
also an aesthete, genteelin his manners. 


The entire piece may be deemed an extravaganza, 
meant to offer popular entertainment. The rules of 
dramaturgy have little binding on this literary form; and 
it is interesting to note how the observation of Bharata that 
ten ‘lasyangas’ or dance-themes for heroines in Jove (like 
*geya-pada' or love-song) might be profitably utilized by all 
dramatic forms like Блата was mistaken by later classical 
theorists as a rule governing bhdnas alone. Modern 
scholars too have been confused by this anomaly; and 
Dr. Janaki has illuminatingly shown how, in conformity 
with this late mistaken rule, Vatsaraja has attempted to 
provide four /asyangas in this play though, in the nature of 
things, all talk of a courtesans’s love in terms of a sublime 
fantasy is but a four de forcc. 


https://archive.org/details/muthulakshmiacademy 


СС-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


У 


This scholarly edition о? a short classic deserves the 
attention of all students of Indian culture, as it holds a 
mirror primarily to the secular aspects of ancient Indian 
city-life, with al] its snares and pitfalls. It illustrates the 
truth of Susanne Langer’s remark that “art is the objectifi- 
cation of feeling and subjectification of nature". The 
monologue as a dramatic form is a fine flower of Indian 
genius and may be deemed as India's contribution to World 
Drama. 


K. Krishnamoorthy 


Mysore Professor of Sanskrit (Retd.) 
18-11-1989 Karnataka University 
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PREFACE 


During Jan. 1969 (० July 1971 I was working as a 
Boden Fellow at the University of Oxford for my D. Phil. 
dissertation on a “Critical Study of the Caturbhagi." 
Students of Sanskrit literature know that the Caturbhani 
contains four earliest specimens of bhara, namely-Sudraka’s 
Padmaprabhytaka, Vararuci’s Ubhayabhisarika, ]ávaradatta's 
Dhürtavitasamváda and Syimilaka’s Padataditaka. Вһаџа 
as a genre in theory and practice, is unique in its content, 
format and presentation by a single person. Its history 
too is interesting. After the Gupta period in which the 
Caturbhani are generally known to have been written, there 
was a gap of a few centuries. In the medieval period there he 
was a spurt of bhanas, especially in South India, and this 
has continued till the present times. I was therefore 
interested in collecting materials about bhaya’s characteris- 
tics as available in the dramaturgical treatises from Bharata's 
Natyasastra, and also about all the bhinas available in 
print and manuscripts. This information was quite vast 
and interesting and in the course of its critical study I 
found, amongst other things, that in the post-Caturbhani 
period there were Vatsaraja’s Karpüracarita from West 
India (1246-1346 centuries), Sriramajanma of Taracarana 
Tarkaratna, a Bengali author who stayed as Kasi (20th 
cent. beginning) and Kandarpadarpavilasa of the Andhra 
writer Bellamkonda Rama Raya (20th cent. beginning). In 
my Doctoral dissertation to the Oxford University, I 
presented just the English translation of Karpüracarita; and 
the highlights of the other two, although I found that all 
the three required special analytical studies. 


During 1988-89 the Kuppuswami Sastri Research 
Institute decided to publish a couple of monographs. «Тһе 
Concept of the Beautiful in Sanskrit Literature" Бу 
Dr. V. Raghavan was brought out in December 1988 under 
this scheme. The second is the present work, I have 
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given here the text of Karpüracarita in Devanagari on the 
left side and English translation on the Tight, with textual 
variants and notes wherever necessary. The text presented 
here is based on its G.O.S. edn. A close study has enabled 
me to effect a few changes in the text and in the Sanskrit 
Chaya for the Prakrt portions. Considering the importance 
of the Karpüracarita in the history of bhdna-literature and 
to add to the usefulness of the text, I have provided a 
critical study of the text asa unique specimen of bhana 
and of its literary aspects. One of the unique features of 
K.C. is the profuse usage of Prakrt in it. These Prakrt 
dassages are printed in smaller type in the present edition. 


Prof. K. Krishnamoorthy, the versatile senior Sanskrit 
scholar, is reputed for his varied Alamkara Studies, and 
is now engaged in revising the text of Bharata’s Natyasastra 
with Abhinavabharati in four volumes through the Gaek- 
wad's Oriental Series, Baroda. I cannot adequately thank 
him for spontaneously agreeing to write the Foreword. 


The academic staff of the Institute - Dr. V. Kameswari, 
Mr. K.S. Balasubramanian and Mr. T.V. Vasudeva,-have 


assisted me in the proof-reading and preparation of 
Index. 


Ms. Martha Selby and Мг. S. $. Rangan, Post- 
graduate research scholars at the Institute, have offered 
useful suggestions in improving the translation in some 
places and I am thankful to them for the same. 


Thanks аге? due to the Ministry of Human Resource 
Development, Government of India, for providing the 
financial assistance. 


M/s Anantheshwara Print Packs is to be thanked 
for their neat printing. 


S. S. Janaki 


Madras Director 
23-11-1989 Kuppuswami Sastri Research 
Institute 
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CRITICAL INTRODUCTION. 3079 


THE AUTHOR 


Vatsaraja is well known! as a minister of the Chalu- 
kyan ruler Paramardideva (1163-1203 A.D.) of Ка!ай]ага 
and his son and successor, Trailokyavarmadeva (1212 - 41 
A.D.) Of the six plays published in the '**Rüpakasatka" 
(Gaekwad's Oriental Series 8) the Kiratarjuniya is said to - 
have been represented on the stage under the orders of 
Trailokyavarmadeva and the other five, at the behest of 


Paramardideva. 


Vatsaraja has.made substantial contribution to the 
minor forms of Sanskrit drama (гараКа or dráya) by com- 
posing a play illustrating each of them. They are- 
Karpüracarita (bhana), Kiratarjuniya (vyayoga), Tripura- 
daha (dima), Rukminiparinaya? (ihamrga), Samudra- 


1. See Introduction to G.O.S. 8., 1918. 1 sce Introduction to G.O.S. 8., 1918. Here on p.vi it is pointed on p.vi it is pointed 


A.D." 
2. Itsed. with English translation and study was the subject of a 


post-graduate M. Phil. thesis for the University of Madras in 
1986 by a scholar at the Kuppuswami Sastri Research Institute 
under my guidance. 

з. An analysis and appreciation of this is given by Sri V.S. Venka- 
taraghavachariar in the Samskrita Ranga Annual I, Madras, 
(1958-59), pp. 35-41. 

4. Journal of the Asiatic Society of Bengal, XVII. 1848, p. 313. 
Sometimes the pragasti is attributed to the patron Paramardideva. 
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which contains among others, the verse ‘‘Dasye’ham parir- 
ambhangani" etc., which is one of the two nàndi verses of 
Karpüracarita(K.C.). Besides, a verse of Vatsaraja quoted 
in Jalhana's Suktimuktavalis is not found in the published 
six plays of the author. 


Of his six plays, the bhana and prahasana are said to 
have been staged at the yatra or festival of Lord Nīla- 
kantha, and the ihamrga, at that of Lord Cakrasvamin at 
Kalaiijara. 


BHANA, A PLAY-FORM 


Of the play-forms (Rüpaka) Bhàna is unique in being 
performed by a single actor, the Vita. The theme in Bhana 
is short ; it is descriptive of the activities during a dày of 
persons involved in gaity, love, sports, gambling etc. It is 
a satire on the hypocritical behaviour of those in the higher 
strata of society, as also a criticism of those who spend 
their time in activities of love, gambling and desparate 
ways of living. The solo actor of the play, the Vita, a 
chief man of the town, who knows in detail all the persons 
dwelling there, is most suited to introduce the various 
characters and criticise them in diverse ways. The other 
characters occurring in the theme are supposed to exist off- 
stage ; with all of them the Vita carries his conversation 
through the Natya-dharmi technique of Akasabhasita or 
imaginary conversation. The Akagabhasita is defined® as— 


5. G.O.S. LXXXII. p. 39. v. 26 
सत्काव्यपीयूषसमुद्रमध्ये न वाडवाग्निन॑ च कालकूटः । 
तस्यावगाहेन तथापि चित्रं खलस्य तापः परंमोऽभ्युदेति 11 
6. Dasarüpaka I. 60. (Hall's Ed. Calcutta, 1865, p. 58) 
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कि ब्रवीष्येवमित्यादि विना पाव ब्रवीति यत्‌ । 
чеда अनुक्तमप्येक: तत्स्याद्‌ आकशभाषितम्‌ ॥ 


The Bhapa is thus unique among Sanskrit drama-types 
in its theme, content and representation. Bharata has 
described Bhina in the Da$a-rüpaka chapter (XIX in 
G.O.S. ed.) of Natyagastra and more than 100 specimens 
of Bhana are available in print and manuscript. 


The best as well as the earliest specimens of Bhanas are 
available in the collection Caturbhani? (generally assigned 
to the Gupta period) containing four unique bhapas- 
Südraka's Padmaprabhrtaka, Vararuci's Ubhayabhisarika, 
isvaradatta's Dhirtavita-samvada and Syamilaka’s Padata- 
ditaka. Their language is sharp, witty and satirical, and 
the characters are deftly drawn and individualised. 


No bhana is known to have been composed for a few 
centuries after the Caturbhani. In the medieval period 
some bhanas by well known South Indian authors like 
Vamana Bhatta Bana and Varadacarya alias Ghatikasatam 
Ammil are known. But from late 17th to 20th centuries 
the bhana-type caught the fancy of many authors from 
different parts of South India, so that it seems to have been 
monopolised in this part of the country. More than 100 
bhana-specimens are available in print and in manuscripts. 
Writers of history of Sanskrit dramatic literature like 


7. The Caturbhagi has been printed collectively twice (Trichur, 1922 
and Bombay, 1959) and also individually. 
A study of Bhaga in theory and practice along with a critical 
study of the Caturbhani was the subject of the Doctoral disserta- 
tion of the present writer at the University of Oxford in 1971. . 
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A. B. Keith? and S. K. De? were aware of just a few of 
these later bhanas, and also considered them as monotonous 
in form and content and a contrast to the Caturbhàni. 


On a critical analysis of the hitherto available forty 
printed bhànas, the present writer has however noted, that 
three of them work generally on the pattern sketched by 
the theorists of dramaturgy, but yet reveal some distinct 
characteristics of their own. They are chronologically- 
Vatsaraja's Karpüracarita from West India in the 12th- 
13th centuries ; Sriramajanma (end of 19th and beginning 
of 20th century) by Тагасагапа Tarkaratna, a Bengali 
author describing the 12-day festivities in connection with 
the birth of a child Ràma to the author's patron Prabhu- 
пагауара Simha at Benares; and Kandarpadarpavilàása 
(19th-20th centuries) of Bellamkonda Rama Вауа from 
Andhra, embodying the yearnings of a devotee of Krsna 
and his meeting the Lord's diverse forms with their 
respective consorts. 


KARPURACARIIA, A UNIQUE BHANA 
Of the above three unique bhànas, Keith and De 


were aware of only the К.С. About this play Keithio | 


says— “Кагрӣгасагіќа is а bhana of the orthodox 
type ; the gambler Karpüraka describes in monologue his 


revelry, gambling and love”. Dealing with the same 01518 . 


in some more detail De!! admits that it possesses some 
individual traits of its own but adds that “it bears more 
8. Pp. 263-4, Sanskrit Drama. 


9. Aspects of Sanskrit Literature, pp. 1-26 ; A History of Sanskrit 
Literature, Classical Period, Vol. I. pp. 248-55, 487-93. 

10. Ibid, p. 265. 

11. Ibid, p. 489. 
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affinities to the Caturbhani than to the later bhāņas”. 
It will be seen however that K. C. stands alone among the 
bhànas for more than one reason— 


1. It is the earliest bhàpa in the post-Caturbhani period. 


2. Amongst the 100 or more bhanas hiterto available in 
print and manuscripts only two are from’ West-India— 
K. C. written in the 13th century and paficiyudha- 
prapafica (Bombay, 1864) of Trivikrama composed in 
1805 A.D. 


3. Standing chronologically between the Caturbhani and 
the latter ones K.C. is unique in plot, its construction 
and in technical details. 


CRITICAL ANALYSIS OF K.C. 


THEME: As faras the subject-matter is concerned the 
trend of the story in this shortest (in 34 verses) available 
printed bhana-specimen could be made out only with some 
difficulty. In short, the story is that of a vita, Karpüraka 
who has lost all his money in gambling and is passionately 
in love with the courtesan Vilasavati. After performing 
some fraudulent deeds he becomes in the end rich and 
secures the hand of Vilasavati too. 

In the Prologue (Prastavana) of the play the main 
theme is indirectly mentioned in a metaphorical way by 
the description of the knavish sun (Karpüraka) approaching 
the sky (courtesan), after dispelling the moon (Mafijiraka) 
of dim splendour and setting at naught the night (bawd 
Kalavati) (verse 4). 


आच्छिद्य सद्यः प्रतिनायकस्य चन्द्रस्य मन्दप्रतिभस्य लक्ष्मीम्‌ | 
तां शम्भलीं राल्लिमपास्य qt धूर्तो रविद्या गणिकामुरपेति и 


—— 
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EU т 


The details. of his roguish activities as recounted in the 
body of the bhàna are as follows : 


1. 


Karpüraka impersonates Nipunaka, goes as a messen- 
ger to Мапјігака, an influential Vita of the town, who 
is in love with Vilasavati, the beloved of Karpüraka. 
The latter receives Majijiraka’s ring as a gift by 
telling him a lie that Vilasavati loves truly Mafjiraka 
only and not Karpüraka (vv. 15 to 22). 


Posing as another Nipunaka, the long-lost younger 
brother of Caturaka, who is the servant of an influen- 
tial, rich gambler Haradatta, Karpüraka meets Catu- 
raka and gives him counterfeit coins. Caturaka 
pays the counterfeit money to an innkeeper, drinks 
wine heartily there. When he is in a drunken condi- 
tion, the sober Nipunaka carries away the necklace 
and other valuable possessions of Haradatta which 
were then in the possession of Caturaka. (vv. 27 to 30). 


With the necklace of Hiradatta, he goes to the latter’s 
beloved Candrasenà as the messenger of Háradatta. 
Giving a false message to Candrasena that 
Haradatta had won large amounts of money in gambl- 
ing that day, gains an easy access into her house. At 
dead of night when the servants were under the spell 
of wine, he steals the valuable belongings of Candra- 
sena including a precious China-Silk dress that 
Candanaka, another lover of Candraseni, gave her 
(v. 23 ; 23/24 ; 31/32). 


With the ring of Maiüjiraka (referred to in | above) 
and Candrasena’s belongings, Karpüraka goes to the 
house of Manjiraka, steals the latter’s possessions and 
keeps Candrasena's things there instead (23/24). . 
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The achievements of Karpüraka are— 


a. 


МаййгаКа, his worst enemy, is arrested with the 
charge of having stolen Candrasena’s belongings 
(22/23). 


Haradatta too, another influential rogue of the city, is 
imprisoned and exiled with the charge of the counter- 
feit money in his possession, which was paid to the 
innkeeper by his servant Caturaka (31/32; 32/33). 


Due to a misunderstanding between Vilasavati and her 
mother Kalavati, the latter leaves the place (32/33). 
So Karpüraka secures the hand of Vilàsavati and is 
rid of the bawd Kalavati as well as the other rich, 
influential rogues in the city. He also becomes rich 
(v. 33). 


Though the activities of Karpüraka are given above in 


due order and sequence, from the textual references given 
within brackets for each of these activities, it would be 
clear that the text does not give them in due order. Also 
from the textual references of Karpüraka's achievements, 
it could be made out that they are also scattered at 
different places in the text. Actually the trend followed 
in the work is as follows : 


(i) In an &kagabhasana with Candanaka, Karpuraka des- 


cribes the beauty of Vilásavati, their mutual love, 
and the past interesting love-anecdotes between them 
(vv. 9-14). At the end of this narration Candanaka 
laughs and makes fun of Karpüraka by saying that if 
the love between Karpüraka and Vilasavati had beeu 
so strong and deep, he could not understand as to 
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|| why the former should go on an errand to his rival 
[| Маййтака (14/15). 


|| (ii) Then Karpüraka narrates his taking a pretentious 
|| message to Майјігака that Vilasavati is deeply in love 

with Mafijiraka only and his getting a ring from the | 
| latter (vv. 16-21). After narrating this, Karpüraka | 
says— “Friend Candanaka, listen, listen. If the | 


о м 


| 

|| wretched Mafjiraka has stolen the belongings of the 
| courtesan Candrasena, why then does he move along . 
the main streets shamelessly, having put on your 
China-silk ? How is he going to retaliate now that 
he is imprisoned by the royal officers? Manijiraka’s | 
wealth too has been robbed by someone who fraudu- 
lently received his ring". To this Candanaka replies : | 
«Do you mean that you stole the China-silk of the \ 


courtesan Candrasenà and gave it to Manjiraka as a | 

stolen gift ?'* (22/23). | 
k In the above speeches of Karpüraka and Candanaka 
two incidents are mentioned, namely, the stealing by 
Karpüraka of Candrasena's things and the former, trans 


ferring them on to Marijiraka, for which offence the latter 
is punished. The first incident is told by Karpüraka 
immediately after the above query of Candanaka. However 
this narration of Karpüraka (22/23 to 23/24) starts at the 
point of the latter going to Candrasena with the necklace 
of Haradatta. 


m eee 


| Now, how did Karpüraka get 'Haradattahara' ? То 
| understand this part of the story one has to go to the long 
narration between verses 24 and 31 where Karpuraka 
cheats Haradatta’s servant Caturaka and takes from him 
| | his master’s necklace. 


NER 
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It is clear therefore that the incidents described in 
K.C. are interconnected and each of them is necessary for 
the main action of the play. It is a short thriller, whose 
story moves backwards and forwards and the author is to 
be complimented on executing such a plot Successfully 
within the frame-work of a bhana. 


Characters : 

The only actor appearing on the stage is the knave 
Karpüraka, a gambler involved in amorous activities and 
a stranger to the place. 


As is the characteristic of a bhana he talks imaginarliy 
Such characters are only two, Candanaka and Virodhaka, 
with others his close friends. It may be noted that 
Karpiraka’s talk with Candanaka covers a major part of 
the bhana. 


In the course of these imaginary speeches, the other 
characters intimately conncted with the theme are made 
known. They are— 
Women — Vilasavati, a courtesan in love with, and loved 

by Karpüraka 
Kalavati, the aged mother of Vilasavati 


Candrasena, a courtesan loved by Candanaka, 
but in love with Haradatta. 


Mayavati, Candrasena’s mother. 


Men — Майјігака, Karpüraka's rival 
Haradatta, lover of Candrasena, and a rival of 
Candanaka, 
Caturaka, Haradatta’s servant. 
Nipunaka, Caturaka's younger brother. 


Deity — Mapibhadra, a Yaksa worshipped by the 
gamblers, 


Us 
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TECHNICALITIES IN K.C. AS A BHANA 


I. Prastavana 


The contents of the Prastavana in К.С. are— 
1. Two Nandi verses invoking the blessings of lord Siva, 


2. Then the Sitradhara enters. He mentions the occasion 
of staging the bhana, its name and author. (This is 
technically called Prarocana). 


3. Description of morning (verses 3, 4). 


4. After verse 4 the Siitradhara has an imaginary inters 
locutor, namely, his own assistant (marsa) who speaks 
in Prakrt. 


5. The second imaginary speech about the dhürtas' move- 
ments during night, induces an angry reply from 
Karpüraka in verse 6 from behind the curtains. 


6. Through this indignant reply the Sttradhara inducts 


the Vita. 


From the above highlights of the Prastavana it can be 
seen that it is in both Sanskrit and Prakrt, and that the 
single person of Satradhara conducts only ań imaginary 
conversation off-stage (akagabhasana) with his assistant 
who does not appear on the stage. 


It is noteworthy that Bharata deals with the Prasta- 
vana in his Natyagastra (G.O.S. ed. chap. V) as common 
to all stage-performances, whether it is a play-form or 
otherwise. And of the rüpaka-varieties the bhana stands 


https://archive.org/details/muthulakshmiacademy 


СС-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


PRASTAVANA IN ВНАМА xi 


out uniquely as a one-man show with the consequent 
necessity of the introduction of the device Akasabhásana 
for projecting the imaginary characters off-stage. A 
question that naturally arises in this connection is - how 
should the Prastavana or prologue be of such a one-man 
performance ? Does the Sütradhàra recite the invocatory 
stanza, induct the single Vita, with or without Akaga- 
bhàsana ? Or as in other dramas, does the Sütradhàra 
introduce the Vita in the course of a dialogue with others 
like his wife (nati) and assistant (marisa) ? 


Unfortunately the Natyasastra of Bharata or later 
works on the subject do not deal with this question. So 
the necessity arises to find out the answer from the avai- 
lable specimens of Bhàna. In my Doctoral dissertation 
already mentioned I have made a detailed analysis of the 
form and content of the Prastavanas of the 35 printed 
bhanas. Suffice to point out here that the Sthápana (or 
Prastavana) in the earliest bhapas in the Caturbhani are 
short and in Sanskrit and in three of them the Sitradhara 
alone appears on the stage. К.С. is therefore the earliest 
bhana in which the Prastávanà is (a) written in Sanskrit 
and Prakrt, and where (b) the Sütradhara conducts an 
imaginary conversation with his assistant through the 
technique of Akagabhasana. In fact it is the only available 
printed bhana where both the above features are found. 
A few of the later bhánas carry only one of the above two 
aspects. For example, the Sütradhára conducts imaginary 
conversation in the Vasantatilaka!? Bhana of Varadacarya 
alias Ghatikaéatam Ammal from Kafci, in the 15th cent. 


12. Printed more than once at Madras (1871, 1874 etc.) in Grantha 
and Telugu characters. 
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A.D., and the Madanasaiijivanals of Ghanasyama from 
Tanjore in the 18th cent. On the other hand Sanskrit and 
Prakrt are used, for example in (a) Mukundànanda! of 
Kasipati from Karnataka in 18th cent. and in (b) the 
Srngaratilaka'® of Bhiskara from Kerala in the 19th 
century. 
II Bharatayakya 

Towards the close of K.C. Karpüraka describes his 


achieving success in different ways through the grace of 
lord Manibhadra. 


वयस्य चन्दनक, पश्य पश्य, भगवतो माणिभद्रस्य प्रसादमहि- 
मानम्‌ | База fed: कृतकृत्यास्स्मः | 


Immediately thereafter the lord appears through Karpü- 
raka's Akagabhasana and says that he has been much 
pleased with the Vita’s devotion to himself and asks what 
more needs to be done for him. (तत्किं ते भूयः प्रियमुपकरोमि ?) 
Karpüraka offers to Manibhadra his repeated salutations 
and says that all his desires are fulfilled (v. 33). He then 
adds the line तदापीदमस्तु following it up with a verse in 
which he expresses his desire that people in the world may 
always be delighted and be deeply devoted to Lord Siva. 


This is the usual way of completion in all Sanskrit 
dramas from Bhàsa to post-medieval times. The concluding 


13: Ed. by Y. Ojihara in Roman Script in Journal of Bull. de la 
Maison Franco-Japanaise, IV. iv. New Series, 1955 and also 
separately. 

Also serially in the Journal of Sarasvati Mahal Library, Tanjore 
XXI, i. ii. iii. 1967-68. 

14. Kavyamala 16. 

15. Calcutta, 1934; Sri Ravi Varma Samskrita Granthavali XIII. i. 
Jan. 1965. : 


Une tM Pt 
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statement will be either तथापीदमस्तु or तथापीदमस्तु भरतवाक्यम्‌, 
the last term technically referring to the concluding 
benedictory verse. This term is of unknown origin and 
etymology and is used only in dramas and not in 
dramaturgical treatises. However it is the general belief 
that Bharatavakya is so called in honour of Bharata, the 
founder of Sanskrit dramaturgy, and that this final benedic- 
tory verse isthe statement of a ‘bharata’ or actor not as 
playing the role of any character ina play. According to 
Bharata however, the last two Sandhyangas pertaining to 
the fifth and last Sandhi called Nirvahana (denouement or 
conclusion) are Kavyasarhhira and Pragasti. Conferring 
a boon and its receipt are called Kavyasambara and a wish 
expressing peace for the king and the country is ‘Pragasti’, 
(Nityasastra XIX. 103-4, G.O.S. ed.) 


बरप्रदानसंप्राप्तिः काव्यसंहार इष्यते । 
नृपदेशत्रशान्तिश्च प्रशस्तिरभिधीयते di 


Of these Kávyasamhára would correspond to the 
sentiments expressed by the higher divinities or persons 
through the statement ‘kim te bhüyah priyam karomi?’, and 
Pragasti to the final benedictory verse following ‘tathapi 
idam astu’. 

An analysis of the final portions of the Caturbha pi 
shows that the twin principles of Каууаѕатһага and 


Pragasti were not strictly followed in the four bhagas in 
this collection. Their details are as follows :- 
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Name of Prefatory 
the Bhána statemcnt 


1. Padmapra- 


bhrtaka of आणी: 


Südraka said. by Vita 
Saga to 
courtesan 
Devasena 

2. Dhürtavita- No such 
samvada of statement 

Isvaradatta 

3. Ubhayabhi- —do— 
зака of ; 

Vararuci 


4. Padatadi- किते भूयः 
taka of प्रियमुपहरामि? 
Syamilaka 


भोः, श्रूयताम्‌ . 


Final verse 


सुभगे, गृह्यताम्‌ Vita Saga’s blessings for the 


success of Devasena’s first 
tryst with Karniputra. 


First half of the verse says 
that Devilaka will be agree- 
able to Sunanda’s wishes; 
the second half expresses 
the wish that the king may 
protect the sea-girdled land. 


Verse referred to as 
‘Bharatavakya’. First half 
of the verse describes the 
happy re-union of the Vita 
Kuberadatta ‘with his belo- 
ved. The second half wishes 
that in the same way the 
king should happily protect 
the Earth. 


The chief Vita expresses his 
wishes regarding the well- 
being and cheer of Vitas, 
courtesans, -bawds and gam- 
blers. 


It is seen from the above that in all the above four 
cases the final verse is uttered by the chief Vita himself and 
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not by any divine or semi-divine agency. This final verse in 
ihe earlist bhana-collection of Caturbhani, called Bharata- 
vakya only in the Ubhayabhisarika, lays stress on the happy 
love-life between a specific couple in whom the chief Vita 
is interested. It is not, asin the plays of Kalidasa and 
other later writers, in the form ofa boon or general 
benediction conferred by a higher authority. Two bhanas 
in the Caturbhini namely, the Dhürtavitasamva&da and 
Ubhayabhisarika, club such a general benediction in the 
second half of the final verse, as seen below: — 


न त्वामहूमतिवतिष्ये वेलामिव महोदधिः 1 


इमामपि महीं पातु राजा सागरमेखलाम्‌ ॥ 
—Dhirtavitasamyada 


ब्याकोचाम्भोजकान्तं मदमृदुकथितं चारुविस्तीणंशोभं 
जातस्त्बं प्रीतियुक्तः प्रिययुवतिमुखं वीक्षमाणो यथाद्य । 
एवं सस्यधियुक्तां जलनिधिरशनां मेरुविन्ध्यस्तनाढयां 
प्रोति प्राप्नोतु सर्वा क्षितिमधिकगुणां पालयच्नो नरेन्द्रः и 
— Ubhayabhisarika 
It is therefore seen that among the available Bhana- 
specimens the K.C. is the earliest, in which the two techni- 
calities to be had at the conclusion of the play according 
to Bharata, namely the Kavyasarhhara and Ргаќаѕіі, are 
available in the pronounceménts of Manibhadra, the lord 
of the Yaksas, to the Vita Karpura. Almost all the later 


bhanas, in print and mss., follow the К.С. in their conclu- 
ding portion, 
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Ш. Vastu or Plot 


The main theme in К.С, asseen above, is the wreaking » 
of the vengeance of the poor, knavish, foreigner Karpüraka 
on the rich and artistic Manjiraka. The other highlighting | 
incidents are Karpüraka's deep love for Vilásavati and 
getting rid of the latter's mother Kalavati. It is note- 
worthy that the other incidents narrated and depicted, 
namely, of Karpüraka going as a messenger of Vilasavati to 
Mafijiraka and of Haradatta to Candrasenà, his impersona- 
ting Nipunaka - are all intimately connected with the main | 
theme. Due to this peculiar nature of the plot there is no | 
extraneous incident that is not connected with the main | 
action, nor is there criticism of men and matters, or of the 1 
erotic exuberances of courtesans and sensualists, not 
associated with the main theme. | 


But this is not so in the Caturbháni and a majority of 
later bhai,as. It is to be noted in this connection that 
according to Bharata's Natyasastra (G.O.S. ed. XIX. 47) 
the Bhana should have only two 5810115, namely Mukha 
and Nirvahana, as it is а play-form ina small conspectus- 
like the Prahasana and Vithi. 


द्विसन्धि तु प्रहसनं वीथ्यङ्को भाण एव च । 
मुखतिवेहणे तत्र ai कविभिस्सदा N 


Bharata refers to the five sandhis — Mukha, Prati- 
mukha, Garbha, ४118158 and Nirvahaņa — in connection 
with the regular systematic development of the plot of the 
play. The name Sandhi or ‘juncture’ is significant as each 
of these five is the mix-up of the five Arthaprakrtis and 
five Avasthas. In short, in non-technical parlance, any 
action or event,has to pass through the five stages of a 


аа сь ° 
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bepinning, some progress, an obstacle, the resulting con- 
flict, deliberation and the final accomplishment. From the 
view-point of the structure and build-up of the plot, 
Nataka and Prakarana, stand apart with all the five 
Sandhis, along with the other structural parts like the 
Запапуайраз and Vrttyangas introduced by the dramatist 
with due consideration to necessity and propriety. Owing to 
the simplicity and straightforward nature of the theme, the 
Вһара along with Prahasana, Anka and Vithi, shall have 
just the beginning and final execution of an incident that 
forms its subject matter. The Abhinavabharati (Vol. И. 
G.O.S. ed. p. 451, lines 11-13) too reiterates this idea and 
says that the bhana’s theme is simple and lacks variety. 


न च विततमत्नेतिवृत्तम्‌, इतिवृत्तवेचित्यमपि аа नास्ति а 


According to all dramaturgical treatises from the Natya- 
$4stra, the incidents described in the Bhapa are common- 
place occurrences and diverse roguish activities, mostly 


centering round the Vita. 


Generally in all the bhāņas the above prescription 
about the theme is strictly followed. At the beginning of 
the bhana, the Vita comes out in the early morning, refers 
to a simple theme, like the expected (or problematic) union 
of himself or his friend with a lady-love; such a thing 
invariably happens or about to happen, towards the close 
of the day. In the course of the day the Vita walks along 
and meets a number of persons, mostly women, and 
carries out jovial talks with them. However these varied 
dialogues are not related mutually or with the main 
theme. 
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As a contrast to this general pattern the Vita in the 
K.C., Karpūraka, carries his off-stage conversations with 
only two, both of them male, namely, Candanaka and 
Virodhaka. Of these two, Candanaka who occupies a 
major part of the narration (verses 8-30 and 33-4), is 
intimately connected with the plot as a friend of Karpüraka 
and a lover disappointed with and impoverished by 
Candrasena. So also is Virodhaka, the second interlocutor, 


IV. Vita's Narration 


As defined by Bharata (Nāțyaśāstra XVIII. 108. 
G.O.S. ed.) a bhàna could either be the narration by the 
Vita of his own experiences or specific personal descriptions 
and activities of others. 


आत्मानुभूतशंसी परसंश्रितवर्णनाविशेषश्च | 
द्विविधाश्रयो हि भाणो वित्ञेयस्त्वेकहायश्च d 
K.Cvis the hitherto available single specimen of atmanu- 
bhütasamsana; these experiences of Karpüraka, sharp 
and quick, are effectively portrayed in and through the 
entire play as the major theme. 


V. Time-duration of incidents 


In К.С. the action starts in the cool early houts of 
morning. For, in the Prastavana the Sitradhara remarks 
that the dawn is setting and it is the best time for histri- 
onic activities— 


प्राप्त एवायमभिनयोचित: स्वभावसुभग: प्रभातसमय: | 


At this part of the day too Cupid is not allowed to take 
rest on account ef the jingling noises of women moving 
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about here and there (verse 3). And verse 4 describes the 
sun just rising and dimming the splendour of the moon. 


While the time of the start of the action in K.C. is 
clear as early morning, as in almost all the bhanas, the 
conclusion-time is not clear. However the various incidents 
narrated in К.С. are said to have occurred in the course of 
two or three days. For, the Vita Karpüraka tells Canda- 
naka towards the close of the play (32/33) that his wishes 
were accomplished in two or three days on account of the 
blessings of Jord Manibhadra. 


वयस्य चन्दनक, पश्य पश्य, भगवतो माणिभद्रस्य प्रसादमहि- 
मानम्‌ । ваза fad: कृतकृत्याः स्मः । | 


It should be noted that this is пої 50:01 the bhápa as 
defined in the dramaturgical texts and' also in the actual 
specimens available in print and mss. According to 
Bharata's NatyaSastra (XVIII. 110. G.O.S ed.) the activities 
recounted in a bhana should be in a single act. 


एकाङ्को बहुचेष्टस्सततं कार्यो зая: и 


Unfortunately Bharata is silent about the duration of the 
incidents ina bhana. Itis noteworthy that amongst the 
post-Bharata writers only Ramacandra and Gunacandra 
from Gujarat in the 12th century A.D. mention specifically 
in their Natyadarpana (G.O.S ed. 1929. Vol. 1 p 127 that 
the Bhana is їо be in one act and should describe a day's 


occurrences only — 
तथा मुखनिवंहणसन्धिसंपूर्ण - एकाहनिवतंनीयत्वात्‌ एकाङ्कः । 


The Caturbhini and all the later bhanas strictly 
follow this prescription of narrating a day’s events only. 
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They all describe the entry of the Vita in the early hours 
of the morning, regretting his or his friend's separation from 
the beloved, or reminiscing the sweet enjoyment on the 
previous night. After the narration of the Vita's meeting 
some friends of his, the afternoon is described in a con- | 
ventional manner; similar things happen in the afternoon 
too, and with the night-fall the bhàgas come to an end, 


VI. Lisyangas in К.С, 


It may be useful in the first instance to know some- 
thing about the Lasyangas and their association with 
Врага. Now Lésya is well known as the delicate feminine 
dance as opposcd to the virulent masculine Tandava. At the 
time of Bharata, Lasya and Tandava were the solo items, 
while the Natya or Rüpaka (the Sanskrit drama tradition) 
represented a group participation. What are the Lasyangas? 
Bharata enumerates and defines ten (or eleven) làsyangas | 
(Natyasastra IXX. 1 9, G.O.S. ed.) | 


गेयपदं स्थितप।ठयमासीनं पुष्पगण्डिका | 
प्रच्छेदक fans च सेन्धवाख्यं द्विमूढकम्‌. п 
उत्तमोत्तमक चेवमुकतप्रत्युक्तमेव च 1 

लास्ये दशविधं ह्येतदङगनिर्देशलक्षणम्‌ 11 


At this point it is not necessary to go into the 
characteristics and highlights of the Lasyangas except to 
note that before enumerating them, Bharata states that 
(1) they are performed by a single person (ekaharya) like 
Bhana, (2) their themes are innovative and (3) they are 
used in Natakas too. 
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अन्यानि च लास्यविधावङगानि а नाटकोपयोगीनि । 
अस्माद्विनिःसृतानि तु भाण इव एकप्रयोज्यानि ॥ 
भाणाकृतिवल्लास्यं विज्ञेयं त्वेकपात्रहायं वा | 
प्रकरणवदुह्यकार्यासंस्तवयुक्तं (?) विविधभावम्‌ i 

Оп а later occasion Bharata (Natyasastra XXXI. 3300) 


reverts to Lasya and Lasyanga; this time he deals with the 
use of Lasya too. 


लास्यमित्येव аа मया वः परिकीतितम्‌ । 
लक्षणं तस्य वक्ष्यामि प्रयोगं च यथाक्रमम्‌ d! 


Accordingly the practical use of the Lasyángas is said 
to be in the Pürvaranga of plays, especially, those which 
are technically called ‘Sukumira’. The latter consist of 
many emotional situations rich in Kaisiki Vrtti, female 
characters, songs, dances, Srngara rasa etc. 


A thing to be noted in this connection isthat Bharata 
refers to many structural concepts embodying varying 
situations, ideas, etc. like Sandhyangas, ГаКзараз, Vrttis 
and Vrttyangas, each one of them, serving some purpose 
in developing the theme and emotional content of a play. 
As rightly pointed out by Dr. Raghavan!^ the Lasyangas 
too, like the Sandhyangas, can pertain to all drama-types 
including Bhina. Besides, Bhana and the Lasyangas are 
similar as both of them are performed by a single person 
(ekaharya). 


While this relationship of Bhana and the Lasy4ngas is 
clear enough and straight-forward, the Dasaripaka of 
Dhanafjaya creates some confusion. For, while defining 


16. P. 558 ‘‘Bhoja’s S;ngaraprakasa, 1978 (2nd edn.) 
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Вһапа it says, among other things, that it has the ten 
Lasyangas (ПП. 49-53) 


मुखनिवेहणे साङ्गे लास्याङ्गानि दशापि च ॥ | 


The commentary Avaloka on Dagaripaka unfortunately 
does not explain or illustrate the Làsyangas; nor is there 
any clarification about the mode of prevalence of Lasyangas | 
in the Bhana. Later Alarhkara writers like Simhabhüpala | 
(Rasarnavasudhakara, Ш. 232-46) repeat verbatim this | 
information from РабагараКа. In fact all the dramaturgi- 
cal writers, including Dr. S.K.De!? and Dr. Sten Konow!8 
of the present century, take it definitively that Bhàna is 
the only type of Sanskrit Drama that has the ten Lasy. ngas. 
This has naturally led to further wrong notion about the 
origin of Sanskrit Drama. For, De (Jbid.) says - **Bharata 
lays down the technical requirements that in a bhina the 
elements ofthe Lasya (a kind of dance) are specially 
appropriate”. According to Sten Konow, “the requirement 
regarding- Lasya probably emphasises its (that is, Sanskrit 
Drama’s) popular origin and development from a primitive 
mimetic performance but little trace of it remains in the 
extant Bhanas, and it may be taken as a survival in theory 
of what was probably once its peculiar feature in 
ргасисе”.18 


Dr. Raghavan has highlighted the above problems 
and misinterpretations in his article on “the Вһара and the 


18. Das Indische Drama, Berlin-Leipzig, 1920. 

19. Originally printed in the Journal of the U.P. Historical Research 
Society, Lucknow. XVIII. July-Dec. 1945, рр. 135-47; later 
reproduced in his Bhoja's Srngaraprakaga, pp. 556-65 (1978 ed.). 
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Lasyangas as a special feature of Bhaņa, has arisen due to 
a wrong understanding of Bharata's text concerning the 
Lasyangas, that the Lasyangas are really like Bhana in being 
ekaharya (done by one person on the stage) and that they, 
like in the play-form®® Bhana too, can occur as narrative 
descriptions. 


This is the background information about the possi- 
bility of Lasyangas being a characteristic feature of a bhana 
as available in dramaturgical texts from Dhananjaya’s 
Dasaripaka. In the course of my critical study of about 
forty printed bhapas and an equal number of those in 
manuscripts, I was rather surprised to find that all the 
authors of the above specimens except Vatsaraja, have not 
at all considered introducing at least a few Lasyangas in 
the structure of the bhana in the narrative mode. Vatsaraja 
therefore deserves not only special consideration in this 
respect, but is also to be complimented for introducing 
four Lasyangas in the course of the Vita Каграгака remi- 
niscing his past experiences with his lady love Vil&savati, 
and recounting them to the interlocuter Candanaka. The 
four Lasyangas introduced thus are Sthitapsthya, Geyapada, 
Puspagandhikà (-gandika) and Pracchedaka. Their con- 
texts are as follows— 


1. Once when Karpüraka (у. 10) was separated from ९1553८ 
vati due to a love-quarrel and resorted to the well - guarded 
terrace of the palace, she, being rendered sleepless, 
addresses Sleep thus in a Prákrt gatha— . 

20. This is quite possible. I also feel that the association of 
Lasyangas may have been more appropriate in the Uparüpaka 
Bhina rather than in the play-form. On this see my “ВБара- 
Ripaka and Uparapaka” in tbe Journal of Oriental Research, 
Madras. Vols, XLVII-LY. 1989. pp. 234-46. 


https://archive.org/details/muthulakshmiacademy 


— 


CC-0. In Public Domain. Digtized by Muthulakshmi Research Academy E. 


xxiv CRITICAL INTRODUCTION 


भग्घइ ण तत्थ धुत्ते वावारो कोवि इभरदूईण | 
आणेषु सिविणए तं मा frg, णिह्या होहि ।। 


In this verse Vilasavati says that Karpüraka cannot 
be successfully brought to her side by any other messenger 
except sleep, which alone could bring him to her at least 
in dream. This illustrates the second Lasyànga ‘Sthita- 
pathya’ defined by Bharata (Natyasastra XIX. 123. С.О S. 
ed.) asa verse in Prakrt recited by a separated lady under 
an exceedingly emotional state. 


प्राकृतं यद्वियुक्ता तु पठेदासरसं स्थिता । 
मदनानलतप्ताङ्गी स्थितपाठ्यं तदुच्यते 


The name ‘Sthitapathya’ is significant as the Prakrt 
verse is ‘recited’ while the lady ‘remains in a certain 
position’. 


2. Karpüraka (v. 11) visualises a second occasion at 
also which Vilasavati sang the song imprinted with his own 
name in the very presence of his enemies. The song is 
also accompanied on the lute-play. In this song Vilasavati 
prays to the goddess Parvati that she shall not be separated 
from the beautiful Karpüraka, Cupid's dear friend 


रतिरमणप्रियसुहूदा शशाङकसुभगेन निवृतिकरेण | 
कपूरेण वियोगो भगवति रुद्राणि, मा भवतु 


This exemplifies the first Lasyanga ‘Geyapada’ in 
which some characters in the play sing a song accompanied 
by instrumental music (Natyasastra. Ibid., v. 121) 
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भासनेषपविष्टयंत्तन्वीभाण्डोपबृंहितम्‌ 1 
गायनेर्गीयते शुष्कं तद्गेयपदमुच्यते и 


3. Verse 12 in К.С. describes Vilasavati playing the 
game of dice with a lady friend of hers made-up as Кагри- 
raka himself, and she winning repeatedly the bet of a close 
embrace of that lady friend. 


This type of emotional delineation illustrates the 
fourth Lasyanga of Pugpagandika (ог Puspagandhika) in 
which ladies sing a song composed in varied metres 
enriched by orchestral accompaniment, and also communi- 
cate the song’s ideas as related to a lover (or lovers) through 
gestures (Natyasastra. Ibid., v. 127). In this lasyanga а 
lady can also be dressed up as a man and recite smoothly 
a Sanskrit verse and thereby create an enjoyable situation. 


amfa विविधानि gi गाने च संश्रितम्‌ । 
चेष्ट।भिश्चाश्रयः Ча! यत्न सा पुष्पगण्डिका di 


यत्न स्त्री नरवेषेण ललितं संस्कृत पठेत्‌ | 
सखीनां तु विनोदाय सा ज्ञेया पुष्पगण्डिका I 


4. In 12/13 and verses 13-14 Vilasavati is described 
as not being able to suffer the pangs of separation on 
account of her love-quarrel with Karpüraka, especially at 
the sight of moon-light. In this mental state she was lying 
on the crystal slab which was thickly coated with camphor 
(Karpüra) in order to alleviate her tormentation and also 
remind herself of Karpüraka on account of the similarity 
of names. In verse 13 she indicts the moon for giving rise 
to profuse conflagration and sufferance due to separation 
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bourhood, Vilasavati, unmindful of the presence of her 
female attendants and giving up her pride, salutes and 
accepts him without any mental reservation (v. 14). 


| 
from her lover. Then, seeing Karpüraka in the neigh- | 
| 

| 


Such situations as these, in which the separated 
beloved women smitten with love on account of moon- 
shine and other incidents (Uddipana-vibhava) cling 
affectionately to their lovers inspite of their duplicit 
behaviour, are technically called ‘Pracchedaka’ and consi- | 
dered as the fifth Lasyanga®! (Nàtya$atra, Ibid. у. 129). | 


प्रच्छेदक: स विज्ञेयो ud चन्द्रातपाहता; | | 
स्त्रियः प्रियेषु सज्जन्ते ह्यपि विप्रियकारिषु ॥ 


VII. USE OF PRAKRT 


As seen above (pp: x-xi) Vatsaraja uses Prakrt and 
Sanskrit in the Prastavana of K.C., in the context of the 
Sütradhàra introducing the play and also his off-stage talk 
with his assistant. Besides, in the scene proper, there is a 
profuse usage of Prakrt. In fact almost one third of the 
text is in Prakrt. A close study of the bhana also shows 
that Vatsaraja has followed some principles in assigning 
prakrt to his characters. For, the following are the 
details of characters and the language spoken by them— 


1. Karpüraka, as the chief Vita and the single person 
carrying the show, speaks only in Sanskrit But when he 
impersonates— 
Е ЕЕ जमाया 
21. More technical information about Pracchedaka Lasyanga and its 

three components Prakridita, Totaka and Naracaka is found in 
Natyasastra XXXI, 349-57 (G.O.S, ed. Vol. IV). 
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i) his own beloved Vilasavati and her love-laden 
emotional situations, 


ii) the servant of Haradatta in conveying a message 
to Maijiraka, and 


iii) Nipunaka, the younger brother of Caturaka,— 
he talks in Prakrt. 


2. Майјігака, another Vita, and the УаКза Mani- 
bhadra use Sanskrit only. 


3. The two interlocutors Candanaka and Virodhaka 
use only Prakrt. 

4. Two others using Prakrt are Mayavati and Catu- 
raka. The former is a bawd whose daughter is the cour- 
tesan Candrasena, and the latter, a servant of the Vita 
Haradatta. 


It would appear therefore that as in other Sanskrit 
dramas in K.C. too, ladies and low characters use Prákrt. 
The persons conversing in Sanskrit are the chief Vitas and 
the deity Manibhadra. According to Bharata and other 
dramaturgical writers Vita is considered a low character 
and hence eligible to speak Prakrt only. However the Vita 
is crucial in a bhana as the prevailing single character, 
who presents imaginarily through off-stage speeches all the 
other participants. The latter are mostly from the rank and 
flle of Vitas, courtesans and attendants; occasionaly one 
finds others too like ascetics, mendicants and brahmins. 


Now, an interesting question arises — does the single 
characters of Vita in a bhana present the other imaginary 
characters only in Sanskrit? Or, does he use Prakrt also, 
and if so, what will be such contexts like ? 
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Unfortunately the theoretical texts are not explicit on 
this important point. However, the very recognition of 
Bhàna as one of the ten rüpakas or Drama-types would 
presuppose that its language should be in Sanskrit, with 
the use of Prakrts wherever necessary. This basic principle | 
is nullified if the Vita as a low character is allowed to | 
speak Prākrt in the entire bhāņa. Hence it is that the | 
majority of bhāņas are predominantly in Sanskrit irrespec- | 
tive of the consideration of the Vita’s status. | 


It is noteworthy in this connection that in the earliest 
bhana-collection of Caturbhani, the Padataditaka of | 
Syamilaka alone uses Pràkrt in the context of a song (v. 62) | 
sung in the courtesan's quarters (vesavata), and four prose 
lines (67/68) as the speech of a servant. Amongst the thirty 
printed bhanas written during the 14th to 20th centuries five | 
use Prakrt and that too, only scantily. Of these, Vamana | 
Bhatta Bana’s Srngarabhisana (Kavyamala 58) of the 13th | 
century, Ramabhadra Diksita's Srngaratilaka (Kavya- 
mala 44) of the 17th century and Ballala Ramacandra’s 
Sarasakavikulanandana (Mysore, 1894 in Kannada charac- Ч 
ters) of the beginning of the 20th century, use Prakrt in 
just one or two verses, and these are songs sung by some | 
ladies. The Anangajivana by Ramavarman (1858-1926) 
from Kerala, and Vitarajavijaya by an anonymous Kerala 
writer, have used a few prose lines in Prakrt and these | 
again form the speech of servants. 


Amongst the post-medieval bhapas the Mukundananda 
(Kavyamala 6) of Kasipati Kaviraja is the only bhana | 
in which Prakrt is used in about 12 verses and 60 prose — - 
lines (рр. 12-5, 17-9, 21, 23, 25, 33-4, 69 & 73) forming the 
speech of Kalakaptha (servant), Maralikà (garden-keeper), 
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and Lavangika (maid). These Prakrt passages do not 
form a large percentage of this long bhana in 260 verses 
and intervening prose passages. However the Prakrt 
portion in Mukundananda is quite considerable in view 
of the scant usage of Prakrt in the available printed and 
unprinted bhanas. М is to be noted that Kaéipati calls 
his МиКипдапапда a *'*miára" bhana. Bharata’s Natya- 
$istra and other dramaturgical treatises do not speak of 
the ‘migra’ category of Bhana; and amongst the available 
bhanas only the Mukundananda and the unprinted?? 
Srhgárarasodaya by the Andh a writer Rama Kavi are 
called migra bhanas by the authors themselves. From 
internal evidence in these two bhanas it is clear that one 
of the reasons for calling them ‘‘misra” is the poet's 
mixture and a free use of both Sanskrit and Prakrt.23 


It is seen from the above critical account of the bhanas 
from the viewpoint of the languege used in them, that the 
K.C. alone has used the Prakrt profusely and also with 
much discretion and effect, although it does not refer to 


itself as а mi$ra bhana. 


VIII. Dramatic Action 


Like any Sanskrit drama-type all the available bhanas 
including the K.C., refer in the Prastavani to their staging 
at a festival in a temple in the native place or the place 
of sojourn of the composer of the bhana. The question may 
arise if the bhanas were actually staged or not. But this 


22. Из manuscripts-are at the India Office Library, London and the 
Government Oriental Manuscripts Library, Madras. 


23. For more details see my paper “the Misrabhana and Згавага- 
rasodaya™in the Samskrita Ranga Annual VI 1972, pp. 86-100. 
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is part of a larger question regarding the staging and 
also stageworthiness of the specimens of the ten or eleven 
types of Rüpakas. More that once?! Dr, Raghavan has shown 
that there are evidences from the dramas themselves, their 
commentaries and other external evidences, that at some 
point of time the Sanskrit dramas were produced in India. 
Of the play-forms Bhana is unique in teing performed by 
a single person, and as such it has affinities with as well as 
differences from the play-forms Rüpakas on the one hand, 
and the Uparüpakas or Nrtyaprabandhas on the other. 
It is also a highly significant art-form and affords scope for 
high histrionic skill within a limited frame-work. Among 
the available printed bhanas К.С. is easily the best in its 
presentational? aspect. In it Vatsaraja has presented well- 
planned situations within the small and limited framework 
of a bhana, and using only a few characters. 


In the scene proper the Vita Karpüraka enters in an 
angry mood after hearing the remarks by the Sütradhara's 
assistant about the fraudulent nature of rakes. Then 
Karpüraka tells his interlocutor Candanaka that te too 
will follow him to the gambling house (vv. 7-9). But 
when Candanaka feels curious 10 know zbout Karpüraka's 
love for Vilasavati, Karpüraka is too willing to do so ard 


24. *'Sanskrit Drama and Performance", Journal of Madras Univer- 
sity, XXIX. i. July 1957. Sec. A. Hum nities. pp. 11-29; 
“Producing Sanskrit Plays", Natya, Theatre Arts Journal, 
Spring No. 1959, pp. 9-13, 60 etc. 


25. In ту thesis on Bhanas at the University of Oxford I have 
dealt with at detail the problems in the staging of the avaiiable 
specimens of Bhana. The К.С. and Sadraka’s Padmaprabhrtaka 
were also directed by me and presented by the Samskrita Ranga 
in 1974 and 1981 respectively. 
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in painting these pictures?® about Vilasavati as narrated 
by Karpüraka in a reminiscent mood, Vatsardja has indeed 
used his dramatic skill to the best possible advantage. 
First in this series of pictures, is of Vildsavati, sleepless 
due to a love-quarre] and addressing Sleep in a song that: 
she should pitilessly take hold of herself so that at least in 
a dream she will be able to see Karpüreka. At the end of 
this mood-depiction Candanaka asks Karpüraka whether 

he is holding a lute. ‘Yes, indeed’, says Кагршака, *with 

the help of this Jute only Vilasavati used to sing a sorg 

bearing the stamp of my name’. So saying Karptraka 

sings that song too (vv 10-:1). At the end of the lute-play 

Candanaka says: ‘Why do you close your eyes in deep 

thought and beat your chest ?' Karpüraka replies tearfully 

that he was then recollecting the occasion when Vitasavati 

played the game of dice with a friend of hers made up as 

Karpüraka, and how she won the game many a time and 

thereby enjoyed the bet of a close embrace of her friend, — 

allof which were delightfully looked at by Karpüraka 

himself from a hiding place (v. 12). Next Candanaka asks 

why Karpüraka was shedding tears continuously. Now it 

was the thought about Vilasavati who, set aside her 

love-anger, and self-effacingly offered herself completely to 

him (vv. 13-14). 


After this series of reminiscent pictures the mood 
changes. The next set of  inciden:s describes 
Karpüraka wreaking vengeance on his rivals Майјігака and 
Haradatta by impersonating Nipunaka and carrying false 
errands to Майјїгака and Candrasená. Still not meeting 
with success and having lost all wealth in gambling, 


26. Four of the Lasyangas are illustrated in these word-pictures. 
Sce рр. xxiii-xxvi above. 
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| 
Karptraka appears before M nibhadra in a despondent | 
mood coupled with anger (vv. 14-6). By such varying | 
moods and situations coming in quick succession, by | 
completely avoiding descriptions of any sort and by | 
presenting the story with gripping interest, this shortest | 
available bhàna affords much scope for action. | 
| 


We may now note in retrospect the highlights of К C, 
as arising from the critical analysis of the bhàna from | 
different aspects. They are— । 


I. It is the earliest bhàna in which— 


a. the Prastivanà is in Sanskrit and Prakrt ard the 
Siitradhara converses eff stage (àákasabhàsana) with 
his assistant imaginarily; and, 


b. the technicalities of Kavyasamhara and Piagusti are 
used in the Bharatavàkya. | 
H. lt is the only available bhāņa in which— 


a. a major theme runs through continually with no 
scope for any extraneous incicent or criticism of 
men and matters ; 


b. the vitas own experiences are narrated (àumónu- 
bhüta$amsana of Bharata’s Natyagistra) asa single 
continued theme; 1 


c. the incidents narrated are completed in about two 
or three days; 


d. four Lasyangas are used appropriately and success- 
fully; 


e. there are only two other Vitas, Candanaka and 
Virodhaka, in off-stage conversation wi'h the chief 
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Vita, namely Karpüraka; also both Candanaka and 
Virodhaka are intimately associated with the main 
incidents as Karpüraka himself is; and, 


f. PiBkrt is used profusely and appropriately. 


III. It is the shortest (in 34 verses and intervening prose 
passages) and the best bhapa in its presentational 
aspects. 


LITERARY STYLE OF VATSARAJA 


Enough has been said about Vatsarája's abilities to 
compose а high class Bhana that is unique in form and 
content. His literary merits are also considerable, 
although he cannot be considered on par with great drama- 
tists like Kalidasa, Bhavabhüti and Sri Harga. However 
it should be remembered that a composition of the type 
of K.C need not or should not be in the highly classical 
literary style of writers like Kalidisa or Bhavabhiti. So 
it must be said to the credit of Vatsaraja that his style is 
quite in keeping with the gay life of lowly characters like 
Vitas, gamblers and courtesans who usually figure in 
bhanas like К.С. His expressions are mostly simple, 
smooth and effortless. And he does rise to some lofty 
heights at the necessary contexts. In the Introduction 
to the Ripakasatka in the G.O.S. ed. the Editor says — 
“The style of the author is easy, forcible and graceful. id It 
contains neither very long compounds nor jaw-breaking 


words" (p. vi). As this statement generally refers to all 
the six works of Vatsaraja, it will be useful to study К.С. 


alone now in a literary perspective. 
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Metres | 


In this small bhána containing 34 verses the author 
has used as many as nine types of metres and all of them | 
are quite common and well known. They are :— 


Anustubh -— Verse(s) 5, 8, 15, 21, 25 & 30 
Upajati — 5 4, 13, 33-4 

Vasantatilaka — 3: 24, 26, 31-2 

Malini — " 7, 9, 18, 23, 29 | 
Mandakranta — op 16-7 | 
Sikharini — а 12, 27 | 
Sardülavikridita — a 1-3, 14, 19, 20 

Sragdhara — op 6 


Arya — 23 11 (Sanskrit) ; 10, 22 | 
(both Prakrt) | 
Like all Sanskrit poets Vatsa dja too has great reverence | 
for poets like Valmiki and Kalidasa. This is evident from 
his citing the verse from the Ramayana, देशे देशे कलत्राणि 
etc., in the suitable context of Karpüraka impersonat.ng 
Nipunaka and crying out for his lost brother Caturaka 
(p. 38).27 Again, the description of Vilasavati playing on | 
the lute before goddess Bhavani is similar to that of the | 
Yaksi playing and singing on the Vina, a song carrying the 
name of the УаКза (p. 12). 


derable merit. In and through the Bhana one can find 
many alliterative and assonant expressions. Some of 
them are — 


| 

| 

| 

. а | 

As mentioned already Vatsaraja is a poet of consi- | 
1 


27. Page-references are to the present edition. 
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p. 1 v. 7d  — न भवति यदि माया निष्पिधानं पिधोनम्‌ ॥ 
р. 12 v. 104 — मा fag, निदेया भव ॥ 


р. 24 v. 21 ed — कर्पूर एव सर्वाहुगसडगसौभाग्यभाजनम्‌ ॥ 
р. 30 v. 22/23 — अहं खलु तया हताशया हारदत्तदत्तहृदयया 


निधंनीकृतो$स्मि । 
р. 32 v. 23d — इति gf हरिणाक्षी हारमामुच्य मेने ॥ 
р. 34 v. 26c — आशामयं दृढमपि द्रढयन्ति पाशं 


Generally Vatsarája's dialogues are short, simple and 
effective and hence dramatic. But occasionally he uses 
some descriptive, undramatic long compounds. For 
example : 


p.22 17/18 — विज्ञप्तश्चासौ wur कतिचित्पाश्वंस्थः 
लटकसहचरश्याघाभिरुत्कन्धर: | 

р. 38 27/28 — स चतुरकः परिमलाहूतरोलम्न-चक्रवालक- 
कृतनीलतिरस्करिणीवि भ्रमं 


The verses on the other hand are full of high-sounding 
expressions and compounds and hence technically rich in 
Ojo guna of the rhetoricians. This literary quality is of 
course quite in keeping with the thematic content and the 
types of characters involved. One may note in this 
connection, for example, v. 29, especially the second half 


that runs as $ 


कनकमिदमनीदुरिवश्चविश्वासघात- 
प्रणयिगहृतमायाजालजातात्मलाभम्‌ И 
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Similar is the description of Karpüra's appearance 
before Lord Manibhadra, in an indignant mood and in 
abject poverty (v. 24, p. 34). 


ग्रन्यिच्छटाविकटजीर्णपटेकवित्तः 
स्कऱ्धापितह्विगुणबाहृयुगोत्तरीयः 1 

MATAR TH SA ध वलाध रश्चो- 
तप्रभो रहमभूवमतिप्रसादी ॥ 


In the midst of such verbose expressions appear also 
a few simple and meaningful verses as welcome alterna- 
tives. For example, the pompous description of the 
utterly impoverished Karpüraka (v. 24) cited above is 
followed immediately by a simple glorificatory verse on 
Manibhadra. 


रूपान्तरं quud: प्रत्यथिदलनोद्धुर: | 
fafazafa भद्राणि माणिभद्र: सदेव я: п 
Similar is the Anustubh verse (по. 30) about Caturaka 


falling down under the heavy spellof wine, preceded by a 
verse rich in Ojo guna on the different aspects of gold. 


व्यभिचरति न दाहच्छेदकाषक्रिप्राभि- 
जंगदुपकृतिपात्रं जातरूपं qaaa | 
कतकमिदमनीदुग्विश्वविश्वासघात- 
प्रणयिगहूनमायाजालजातात्मलाभम्‌ ॥ 
In the above verse it is noteworthy that Vatsaraja 


cleverly suggests the impersonating Karpüraka giving away 
to his brother Caturaka counterfeit coins by emphasising 
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EXPRESSIONS & ALLUSIONS IN K.C. xxxvil 


the twin aspects of gold. In this connection, he uses the 
two terms ‘Jataripa’ and ‘Kanaka’ significantly, It is 
‘Jātarūpa’ due to its unchanging and helpful nature; the 
same gold becomes *Kanaka' when it glitters pretentiously 
in the hands of persons who acquire and spend it through 
foul means. 


Again, wherever necessary and appropriate Vatsaraja 
does introduce with effect, lofty ideas through proper 
expressions. Such contexts are for example—Karpüraka's 
reminiscences about Vilasavati (vv. 9, 14 etc.) and Candra- 
Senà's delight on receiving a necklace from Haradatta 
(v. 23). 


In a few contexts the author uses some words in the 
purely etymological / obscure meaning. For example - 
"Vinidrayati' (v. 25) in the sense of ‘offering’; ‘Uccaritam’ 
(28/29, p. 40), meaning *taking up” or “snatching away. 
Yet in some other contexts the construction is somewhat 
clumsy or ambiguous. They are- VY. 16b, 19a, 27/28 
(p. 36). The problems in these cases have been indicated 


in my notes in the present text. 


Literary and mythological allusions are found scattered 


in the text. In the Prastavana itself the story of Vararuci’s 
as also 


wandering in the Vindhya forests among goblins, : 
the stories about Vispu's deep slumber on the ocean's lap, 
Indra and Kubera hiding their riches etc., are mentioned. 
In order to impress upon the audience that even the gods 
were not exempt from fraudulent deeds the author refers 
to the way in which Rama killed Vali, ४३9० slayed Bali 
and Indra misbehaved with Ahalya (v. 7). 
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xxxviii CRITICAL INTRODUGTION 


Vatsaraja’s capacity to turn out simple figures of 
speech without much strain are evident throughout the 
bhana. Similes (Upama) and Metaphors (Rüpaka) are the 
major figures used; more often they involve double meaning 
(Slesa). A 86६8 favourite with the author is the word | 
*Karpüra' that refers to the ‘hero’ and ‘camphor.’ Verses | 
11, 13, 20 etc., may be seen in this connection. V. 16 uses 
a series of Similes worked out well and in a simple way. 


Vatsaraja has also used Metaphor purposefully in 
verses 18 and 23. Verse 4 is noteworthy for the author's 
skill in using a series of Metaphor to bring out the chief 
characters and their involvement in the main theme: 
Technically this figure is called Mudra. 


In verse 27 there is a beautiful naturalistic description 
(Svabhavokti) of the night when the youth were enjoying | 
themselves freely in the company of women and wine. | 

| 


81९३७ is used freely inthe course of dialogues and 
Other contexts not involving Upama аз Rüpaka. Words 
like *Virati' (v. 220) and ‘Apramatta’ (23,24, p. 32) may be 
seen in this connection. 


Jn the К.С. when Karpüraka successfully impersonates 
Nipunaka, Candanaka compliments Karpüraka for his 
proficiency in using $lesa freely and with purpose and 
therety creating occasions for Vakrokti (28/29, p. 40). 


अहो ते अलीकनिपुणकस्यापि वडकवचने सत्यं निपुणत्वम्‌ | 


This statement could be taken as a compliment to 
Vatsaraja himself for his frequent use of Slesa in К.С. 
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Xxxix 


THE TEXT OF KARPURACARITA 


The K.C. as printed in the G.O.S. ed. was prepared 
from two palm leaf manuscripts in a codex of Vatsaraja’s 
six dramas (rüpakasatka). This was used in our study and 
edition; and at present no other manuscript of K.C. is 
available. In the main the G.O.S. text is free from textual 
problems. However, in the course of the present study 
it was found that four places in the text required small 
correction/emendation. They are :— 


Context G.O.S. ed. Present ed. 
Prastàvanà - 6/7 p24 1.16 स्तुत्वा р. 6 श्रुत्वा 
Play proper - 7/8 p.25 1.1. अजिताथंती्थ” p. 8 जिताथंतीथं” 
28/29 p.33 И. साश्रेण р. 38 सास्नेण or साश्रुणा 


30/31 9.3 41.8. आक्रोशे р: 44 आकाशे 


According to the Editor in the С 0.5. ed. (Intro- 
duction p. x) the original manuscripts did not contain 
the Sanskrit Chaya and it is not known who was responsible 
for it in the G O.S. ed. The Prakrt passages and their 
Sanskrit Chaya are given in the present ed. in small types. 
Seven of these contexts posed a problem or needed 
small correction. In my notes in the present text I 
have dealt with them and they are given below for 


ready reference — 
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कर्परचरितभाणः 
महामात्यवत्सराजप्रणीतः 
KARPURACARITA BHANA 


OF 
VATSARAJA 


(Text in Devanagari with English rendering 
and critical notes) 


SES कक 
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कर्प्रचरितभाणः 
महामात्यदत्सराजप्रणीतः 


दास्येऽहं परिरम्भणानि कितव, द्यते जितानि त्वया 
मिथ्यौत्सुक्यमिदं यतः शतमहोरात्रास्तदीयावधिः 1 

इत्युक्तः शिवया निशादिवसकृञ्ज्यो तिमंयाक्षिद्वय- 
्रागुन्मेषनिमेषकोटिघटनवब्यग्रो qx: पातु वः 1 १ ॥ 


अपि च-- 
स्मेरा: काक्षशतेतिवायं fayi चातुर्यधुर्याः सखीः 
सारि सारयतो मृषा गणयतः स्थानान्यतिक्रामतः | 
कण्ठाश्लेषपणे दुरोदरविधौ चन्द्राधंचूडामणे- 
देवीं वञ्चयतो जयन्ति गहुनच्छद्मक्रमाः केलयः ।। २ и 


(नान्द्यन्ते ) 


सूत्रधारः (सहर्षम्‌) -अये! “अद्य किल नीलकण्ठयात्रामहोत्सव- 
समागतैविदग्धसामाजिकँः कालञ्जरपतेमंहाराज-श्रीपरमदिदेव- 
स्यामात्येन कविता वत्सराजेन विरचितं कर्पूरचरिताभिधान 


a. Here the Sutradhara gives the name of the drama, its author, the 
occasion of its staging etc. This is technically called Prarocana 
(Bharata's Natyasastra У. 29. G.O.S. Vol. I. 1956). 


उपक्षेपेण काव्यस्य हेतुयुक्तिसमाश्रया | 
सिद्धेनामन्वणा या तु विज्ञेया सा प्ररोचना ।। 
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KARPÜRACARITA BHANA 
OF 
VATSARAJA 


*Rogue! Ishallgive the hundred embraces that you 
had won (as a bet) at the dice-game. But your 
uneasiness is in vain, for the limit for the embraces 
isa hundred days and nights. Being told thus by 
P.rvati, Siva made on effort to close and open 
quickly! the corners of the two eyes that are the 
luminaries, the sun and the moon. May that Siva 
protect you! (1) 


Moreover, 


The inexplicable tricks of the moon-crescented Lord 
Siva to cheat the Goddess Parvati for the bet of 
embraces in the dice-game are glorious, — of that 
Siva who secretly prevented  Pàrvati's smiling, 
clever friends by a hundred winks, who moved 
the chess-men, and who counted wrongly and trans- 
gressed the right positions. (2) 


(at the end of the invocation) 


Sütradhara (joyfully) — 


Ah! Today I have been ordered by the skilled audience 
who have arrived for the festival of Nilakantha yatra, 


1. The two eyes representing the sun and the moon, the quick 
opening and closing of His eyes mean the passing of days and 
nights also quickly so that the hundred days’ time-limit stipulated 
by Parvati will soon come to an end. 
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4 कर्प्रचरितभाण: 


भाणमभिनेतुमादिष्टोऽस्मि । यस्येकपात्रप्रयोज्यस्याभिनये सुशि- 
क्षितो मे कनीयान्‌ भ्राता । पूरवरङ्गमङ्गलमाल्न एव ममोपयोगः । 


(दिशोऽवलोकय सहर्षम्‌) 


अये, प्राप्त एवायमभिनयोचितः स्वभावसुभगो विभातसमयः ! 
सम्प्रति हि- 


दम्पत्योः स्मरसङ्गरव्यतिकरे प्रारब्धसाहायक- 
क्रीडाजागरणोत्सवेन रजनिप्रत्यन्तमासेदुषः | 
सिञ्जानैनपवेशमनिगंतचलद्वारा ङ्कनानूपुरेः 
्त्यूषेऽपि न दीयते रतिपतेनिद्रावकाशो मनाक्‌ из и 


अपि च-- 


आच्छिद्य सद्यः प्रतिनायकस्य 

चन्द्रस्य मन्दप्रतिभस्य लक्ष्मीम्‌ ॥ 
तां शम्भलीं रात्रिमपास्य दूरे 

धूर्तो aat गणिकामुपेति ॥ ४ ॥ 


(०आकाशे कर्ण दत्वा) मार्ष ! किमात्य ? 

Е 

b. The technique (natya-dharmi) of Akasa-bhagita that is chiefly 
used in the bhana for imaginarily projecting many characters 
through a single Vita, is used in the Prastavana also. Through 
this device the Sütradhara converses with his assistant (Marsa) 
who is not actually present on the stage. 
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KARPURACARITA BHANA 5 


to enact the bhàna named Karpiracarita composed by the 
poet Vatsaraja, the minister of the Kalanjara ruler Sri 
Paramardideva. My younger brother is well instructed 
in the representation of the one-man show. My service is 
only for the auspicious Pürvaranga. 


(looking all round happily) 


Ah! The early morning naturally charming and fit for 
representation, has indeed set in. Now truly — 


The Cupid who sat up all night during the couples’ 
sleepless festivity of sexual dalliance that was 
inaugurated with his own assistance, is not given a 
chance to sleep even for a short while in the early 
morning by the tinkling anklets of ladies emerging 
from the royal dwellings. (3) 


And moreover, 


Dispelling suddenly the dim glory of the moon, the 
counter-hero, casting away at a distance the pro- 
curess of night, the knavish sun approaches the sky 
of couriesan.? (4) 


(Cocking his ear skywards) О assistant, WS m ic his ear skywards) О assistant, what do you say ? 

2. Thereis a series of metaphors namely, moon- Manjiraka; 
night - Kalavati; sun - Karpüraka and sky - Vilasavati- By 
Mudralamkara is indicated here the union of the hero Karpüraka 
with the courtesan Vilasavati after causing the imprisonment of 
the counter-hero Mafijiraka and the separation of Kalavati from 
her daughter Vilasavati. Appayya Diksita (Kuvalayananda, N.S. 
Press, 1947. p. 158) defines Mudralamkara as- सूच्यार्थसूचनं 
मुद्रा प्रकृतार्थपरेः Чё: | Bhasa has used this figure in the prologue 
of some of his plays. 
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6 aea anm: | 
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"ers, किमेतदनुचितं ила ? कुत्र सुरासुरमहनीयपादस्पर्शो | 
भगवान्‌ सूरः, ga मायावञ्चितसकलभुवनो धूर्तजनः ? 
(सभयम्‌) अलमलमुच्चे:कारमालापेन । कि न ма त्वया? 

दिवा निरीक्ष्य वक्तव्यं, रात्रौ नेव च नैव च । | 

सञ्चरन्ति महाधूर्ता वटे वररुचिर्यथा и ५ и | 
f | 
कमात्थ ? | 

रकि मां भापयसे ? नास्ति मे чабкая | i 

(नेपथ्ये) 
भाः क्षुद्र, मिथ्यागरिष्ठ ! तिष्ठ तिष्ठ | 
उत्सङ्गे सिन्धुभर्तुवेसति मधुरिपुर्गाढमाश्जिष्य लक्ष्मी- 
मध्यास्ते वित्तवाथो निधिनिवहमुपादाय केलासशेलम्‌ । 
शक्र: कल्पद्रुमादीन्कनकशिखरिणोऽधित्यकासु न्यधासी- 
द्धूतेभ्यस्त्रासमित्थं दधति दिविषदो मानवा: 8 वराकाः।।६।। 
Gao (श्रुत्वा) अये, कर्पूरको नाम धूर्तो्यमित: क्रृद्धो- 
ऽभ्युपेति 1 arte युज्यते स्थालुम्‌॥ | 
(इतिः निष्क्रान्तः 1) 
॥ प्रस्तावना ॥ 


4. आः किमेदं अणुचिदं मन्तीअदि ? कहि सुरासुरमहणिय्यमाण= | 


c. P. स्तुत्वा 

d. Cf. The introduction of Bhima and Sahadeva by the Satradhara 
in the prologue of Venisatnhara of Bhatta Narayapa— 
अये, एष खलु वासुदेवागमनात्‌ कुरुसन्धानममृष्यमाण: X х х l 
सहदेवेनानुगम्यमान: क्रुद्धो भीमसेनो इत एव अभिवर्तते । तन्न | 
युक्तमस्य पुरतः स्थातुम्‌ | 
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KARPURACARITA BHANA 7 


“Ah! Why do you speak improperly? Where is the Lord Sun, 
worthy of being saluted by gods and d mons? Where is the frau- 
dulent knave who deceives the entire world by tricks?'2 


(fearfully) Enough, enough of loud talking. Have you 
not heard ? 


One should speak in the day after looking about; but 
never, never at night. The powerful rogues move 
about as Vararuci4 in a banyan tree. (5) 


What do you say? 


“Why do you frighten me? I am not afraid of a rogue." 


(from behind the stage) 


Oh, you mean, pretentious one! Stay, stay ! 
Lord Visuu, embracing Гак: пи closely, dwells on the 
ocean’s lap. Kubera, having taken the hoard of riches, 
resides on the mount Kailasa. Indra deposited the 
wish-yielding tree and other things on the slopes of the 
gold-peaked mountain. Thus the celestials being afraid 
of rogues, what then of the pitiable mortals ? (6) 


Sütra? (having heard) — Oh! The knave Karpiiraka angrily 
comes in this direction. Therefore it is not proper to 
remain here. 

(So saying he exits.) 


PRASTAVANA 


RERUM Beer 

3. The words of the Assistant are in Prakrt in the original. In the 
play proper too there is a profuse use of Prakrt. On this see the 
critical Introduction in this edition. Such Prakyt passages are 
given in small types in the present text. 

4. Cf. the initial chapters of Somadeva’s Kathasaritsagara in which 
Vararuci is described as wandering in the Vindhya forests 
amongst goblins and fierce animals on account of a curse from 
Parvati. 
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8 कर्प्रचरितभाण: 
(ततः प्रविशति कर्पूरकः 1) 


«vs: (सक्रोधम्‌) अपि च, रे ят, सकललोककामदुघां 
मायाविद्यां чаа: कथं न विदीणं रसनया भवतः? पश्य रे 
पश्य ! 


कथमकृत रघूणामग्रणीर्वालिभङ्ं 
कथमगमदहल्यामग्नितुल्यां बिडौजाः i 
बलिदमनमकार्षीच्चक्रपाणिः कथं वा 
न भवति यदि माया निष्पिधानं पिधानम्‌ n ७ и | 


अथवा । अलं मे खलालापसमाधाननिर्बन्धेन । तदहमिदानीं 
“जितार्थतीर्थंप्रतिपादनाय दुरोदरशालामेव ब्रजामि | 


qq:— 
द्यतक्रीडाविहीनस्य वेश्यासु विमुखस्य च । 
विद्यमानमपि व्यक्त धनं स्वप्नधनोपमम्‌ ॥ 5 ॥। 


(आकाणे) 
घयस्य चन्दनक, तिष्ठ तिष्ठ! मामपि प्रतिपालय ! 
fraa ? 
३सप्ताष्टवासराणि दुरोदरविरहिणो न तथ मुखं प्रलोक्यते । 


з. सत्तट्ठवासराइं दुरोदरविरहिणो ण तुह मुहं पुलोईअदि | 

e. P. अजितार्थंतीर्थः Taken either as- आजितः अर्थः, स एव तीर्थः 
or अजितार्थं तीर्थाय the compound is clumsy and strained, 
Hence जिताथ is preferred. 
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KARPURACARITA BHANA 9 
(Then Karpüraka enters.) 


Karpüraka (angrily - Moreover, friend, how is it 
that your tongue which despises deceitful tricks and yields 
(everything) to all people, is not torn into pieces? Look, 
look— 


If deception were not the obvious ploy, how.did the 
foremost of Raghus (Вата) kill Valin? How did 
Indra approach the fire-like Ahalya? Or, how did the 
wielder of disc (lord Visnu) kill Bali? (7) 


Or there is no need for me to to have to explain the 
words of scoundrels. I shall now go to the gambling house 
only to give the gains to a ‘worthy person.’ For, 


Even if it really exists, the wealth of a man who 
abstains from gambling and is averse to courtesans, is 
like wealth in a dream. (8) 


(off-stage) 
Friend *Candanaka, Stop, stop! Wait for me. 


What do you say ? 


«You have given up gambling for seven or eight days and (hence) 
Т have not seen you." 


5. Karpiraka has earned the money not by staking or any other 
shady means. But sarcastically enough he rushes to the gam- 
bling house to give the money to a ''deserving holy person’? 
(tirtha). 


6. He is thefirst character with whom Karpüraka conducts an 
imaginary conversation. 
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10 कर्पूरचरितभाणः 


(सस्मितम्‌) अलं मे वित्तशून्यस्य दोषो-द्भावनेन । faa- 
शाठयं हि क्रमातित्रमे afgan ! 


कि ब्रवीषि ? 
४बिलासवतीदत्तहृदयस्य न किमपि ते प्रतिभाति । 
(विहस्य) विदितोऽस्मि बयस्येन । एवमेवेतत्‌ । 
अहृरहरंनुभूता अप्यपूर्बायमाणा 
निरुपधिमधुरास्ताः awa: प्रेमलीलाः d 
कृतनिबिडसमाधिर्भाबयन्नन्त रात्मा 
परिशिथिलितवृत्तिवतेतेऽन्यक्रियासु и ९ и 
(इति स्थित एव पठति 1) 
(आकाशे कर्ण दत्वा) 


एवं मे वयस्यो ब्रवीति ? 


Уаз खलु मे कुतूहलं ताः प्रेमलीला आकर्णयित्‌ं, याभिः सकल- 
भूवनमोहनस्त्वमपि मोहितः | 


(सद्रीडस्मितम्‌) कथयामि यदि न सुभगम्मन्यं मन्यते वयस्यः ॥ 


एकदा मयि केलिकलहान्तरिते सुगुप्तं सोधपृष्ठावलग्ने अरतिभर- 
निरस्तनिद्रया तया गाथा पठिता । सेयमुत्कीणेव मनसि वतंते । 


४. विलासवदीदित्तहिअअस्स ण किंपि ते पडिहाअदि | 


X. ges खु मे कोऊहल्लं ताओ प्पेम्मलीलाओ эта ила, जाहि सअल- 
भअणमोहणो तुमंपि मोहिदो | 
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KARPURACARITA BHANA 11 


(Smiling)—Don’t find fault with me, a poverty-stricken 
man! Onecan censure the fraudulence of wealth if it 
oversteps the regular course. 


What do you say ? 


“Nothing appeals to you who have offered your heart to Vilasavati.’’ 


(Smiling) : You have understood me well. It is so. 


I imagine those love-sports of the lady with the 
beautiful brows. They are guilelessly sweet and 
ever new, although enjoyed daily. Therefore, my mind 
is prone to be lax in other actions. (9) 


(He recites the verse standing.) 


(Listening off-stage) 


Thus does my friend say— 


“I am indeed very curious to hear about those love-sports that 
infatuated even you who fascinates the three worlds." 


(With a bashful smile)—I will tell you about them if my 

friend does not consider me conceited. Once when 1 

was separated from her due to a love-quarrel and had 

resorted to the well-guarded terrace of the palace she, 

sleepless because of her unhappiness recited a verse, 
e which is as if engraved in my heart. 
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कर्प्रचरितभाण: 


Sagfa न तत्र ча व्यापार: कोऽपि इतरदूतीनाम्‌ । 
आनय स्वप्ने d, मा निद्रे निर्दया भर्व и १० ॥ 


(इत्यासीनस्तथा तथा अरति नाटयति 1) (पुनराकाशे) 


कि ब्रवीषि ? 


ваї वीणामुत्सङ्गे धारयसि ? 


सततमियं तदङ्कुदुर्लालिता सेयं मां प्रीणाति 1 एतया 


किल सा भगवतीं भवानीमुपवीणयति । विपक्षपुरतोऽपि च्छलेन 
मद्गोवा डु गेयमुपगायतिः 1 (इति वीणां दशयति ।) 


farce ? 


Заза गेयमात्मनो गाय | 


aa ण तत्थ за वावारो कोवि इअरदुईण | 
ame सिबिणए d मा fre णिद्दया होहि ॥ 
तं य्येव गेअं अत्तणो गाएसु । 
This gatha is in Prakrt for, this is what Vilasavati sang earlier 
and which Karpüraka is now repeating to Candanaka. Also, 
this verse illustrates the lasyanga ‘Sthitapathya’ which should 
be in Prakrt (N.S. XIX. 123. G.O.S.ed.). 
प्राकृतं यद्वियुक्ता तु पठेदात्तरसं स्थिता । 
मदनानलतप्ताङ्गी स्थितपाठ्यं तदुच्यते ॥ 
On the four lasyangas in this bhapa see the critical Introduction. 
This imaginary speech of Candanaka ought to have been in 
Prakrt as in the previous instances but it is not so in the printed 
text. 
These lines bear the impress of the well known verse from 
Kalidasa's Meghasandega - 
उत्सङ्गे वा मलिनवसने सौम्य, निक्षिप्य वीणां 
मद्गोत्राङ्कं विरचितपदं गेयमुद्गातुकामा । 
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YThat knave is not worthy of any sort of mission through other 
messengers. О Sleep, be not pitiless. Bring him to me in my 
dream. (10) 


(seated he exhibits her discontent in many ways. Again 
off-stage) 
What do you say ? 

* Why do you support the lute on your lap?” 
This lute that was always fondled in her lap, gives me much 
pleasure. Jt was on this lute that she used to play before 
the goddess Bhavani. Even before my enemies she used to 


sing the song bearing the stamp of my name. 


(So saying shows the lute.) 


What do you say ? 


“Sing that song yourself." 


7. This is a simple verse but rich in meaning. The words ‘dhirta’, 
‘kopi vyaparap' and Staradatinam”’ are potential. It is 
common to find the lady messengers taking advantage of such 
situations for themselves For example in the well known 
verse नि:शेषच्युतचन्दनं etc. quoted in alamkara works like 
Kavyaprakasa, the words like मिथ्यावादिनि, दूति, तस्याधमस्यान्तिक 
etc. reveal that the messenger misused the assignment of her 
mistress in that she indulged in dalliance with him. Непсе 
Vilasavati requests ‘Sleep’ to be her messenger because she will 
not misbehave like others ; and also, she will bring Karparaka 
in her dream. 
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14 कर्प्रचरितभाण: 


आकर्णयतु Я वयस्य: | 


रतिरमणप्रियसुहूदा शशाद्धुसुभगेन निवंतिकरेण । 
कर्पूरेण वियोगो भगवति रुद्राणि, मा भवतु ॥ ११ и 
(इति वीणया बहुविधं गायति 1 ध्यानं नाटयित्वा सोरस्ताडं 
पाणि विधूय) 
किमात्थ ? 


5कि पुनः टवं मुकुलायमाननेत्रो ged ताडयसि पारणि धुनोषि ? 


(सास्रं) वयस्य ! 


Чаї कृत्वा युक्त्या स्फूटमदनुकारप्रणयिनीं , — 
तया सार्धं दयूतव्यतिकरमथारभ्य सुतनुः | 
मुहुजित्वा जित्वा दृढतरसमालिङ्गनपणं 
प्रहृष्टा द्रष्टव्या पुनरपि मया गुप्तवपुषा! и १२॥ 


शान्तम्‌ ॥ अथवा मरणमेव तदनुस्मरणम्‌ | 


८. कि उण तुमं मउलाअन्तणेत्तो हिअअं ताडेसि, पाणि धुणेसि ? 


i. This verse illustrates the Lasyanga Pugspagangika or Риѕра- 
gandika) in which a lady made up as a тап recites smoothly a 
Sanskrit verse that is enjoyed by her friends, (N.S. Ibid.) 

यत्र स्वी नंरवेषेण ललितं desd पठेत । 

'सखीनां तु विनोदाय सा ज्ञेया पुष्पगण्डिका ।। 
Hence this song although sung by Vilasavati 
reproduced by Karparaka, is in Sanskrit 
verse 10 above. 


formerly and now 
and not in Prak;t as 
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KARPURACARITA BHANA 15 


Let my friend hear. 


8Goddess Parvati, let there be no separation from 
9Karpüra(ka), the dear friend of the lord of Rati 
(Cupid), attractive like the moon and giver of pleasure 
(and also from menthol that is the inciter of love, 
charmingly white like the moon and brings. joy by its 
cooling effect). (11) 

(Thus sings in many ways along with the lute-play. 

Expressing concentration, waving his hand and tapping his 

chest) - 


What do you say ? 


*Why do you close your eyes, tap your chest and shake your 
hands ?"* 


(Tearfully) Friend, 
Cleverly making up her friend to resemble me exactly 
the slender one initiated the dice-game with her; I 
should hide myself and see her again who repeatedly 
won the bet of a close embrace and was extremely 
delighted. (12) 

Let me be quiet. Or to think of her is only death. 


8. This verse illust ates the Lasyanga Geyapada (N.S. XIX 
121) in which a song is sung accompanied by instrumental 


music. T o 
आसनेषूपविष्टे पत्तनत्री भाण्डोप बुं हितम्‌ । 
गायनेरगीयते शुष्कं तद्गेयपदमुच्यते ॥ 

9. The word refers to both the Уна of this name and to 
menthol that is sweet-scented and also relieves the torment due 
to love. Consequently the three adjectives in the first line of the 
verse qualify the Vita and camphor. 
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16 कर्पूरचरितभाणः 
(क्षणं विचिन्त्य ऊर्ध्वमवलोक्य बाष्पं मुञ्चति 1) 
(आकाशे) 
агч ? 
$कि पुनः स्वं सहसँव बाष्पक्षोभप्रक्षराविलमुखः संवृत्तः ? 


वयस्य ! पश्यामीव पुरतस्तमद्य सोधशिखरं, aag 
प्रेमविग्रहानुतापपरवत्या चन्द्रातपोपढौकितया स्वयमेव तया 
प्रणयेन कृतार्थीकृतोऽस्मि । 


प्रथमं हि सा तत्र घतसारपरागपटलनिचूलितस्फटिकशि- 
लाधिशायिनी सखीजनाभिमुख्येन मां श्रावयन्ती चन्द्रं प्रतीत्बम्‌ 
उक्तवती 


इहास्ति नूनं तुहिनांशुबिम्बे 
कलड्कुधूमानुमितो हुताशः d 

अस्यांशुप्रः कथमन्यथा5सो 
ज्वालावलीडम्बरमातनोति! и १३ и 


ततोऽहं qafas एवानीर्काणतकेन स्थित: स्वयमेव तया 
विलुप्तव्रीडमुत्थायावजितोऽस्मि | 


९. कि उण तुमं सहसच्चिअ बाहच्छोहपक्खराविलमुहो संवृत्तो ? 


j- Verses 13 and 14 illustrate the Lasyanga Pracchedaka 
(N.S. Ibid. v. 129) in which separated ladies smitten with love 
on account of moonshine and othet excitants, cling to their 
lovers inspite of the offences committed by them. 

प्रच्छेकक: स विज्ञेयो ча चन्द्रातपाहता: | 


faa: प्रियेषु सज्जन्ते ह्यपि विप्रियकारिषु ॥ 
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KARPURACARITA BHANA 17 


(Thinking for a while, looks up, and sheds tears.) , + 
(off-stage) 
What do you say ? 


“Why has your face suddenly become troubled with flowing 
tears ?" 


Friend, I visualise now before me that top floor of the 
palace where my wishes were fulfilled by my beloved's 
spontaneous love on account of which she offered herself 
to the moonlight overcome with remorse due to love- 
quarrel. 


At first, facing her friends, and then lying on the crystal 
slab thickly coated with menthol, she addressed the moon 
in such a way that I could hear her— 


“Неге there is surely fire inferred by the dark smoke 
in the moon’s disc!? (or menthol). Otherwise how 
does he give rise to a mass of flames ?" (13). 


I remained beside her as though I did not listen to her. 
- Giving up her shyness she of her own accord got up and 


drew me to her. 

10. Tuhinarnsubimba - here ‘tuhinimgu’ can mean either ‘moon’ 
or ‘camphor’ and ‘bimba’, ‘disc’, ‘shadow’, or ‘reflection’, both 
meanings being intended in the context. Since the name of 
the vita is Karpüraka, the above usage gains more significance. 
The common poetic idea that moon's rays are not cool and 
pleasurable, but hot and give sufferance to separated lovers, is 
expressed in this verse 
Cf. Rajagekhara’s Kavyamimamsa (G.O.S. ed. р 46) 

स्तुवन्निबध्तात्यमृत शुमिन्दुं निन्दंस्तु दोषाकरमाह аа: ॥ 
And Kalidasa's Sakuntala Ш. 3— 
तव कुसुमशरत्वं शीतरश्मित्वमिन्दोद्रंयमिदमयथार्थ दृश्यते मद्विधेषु । 


विसृजति हिमग्र्भेरग्निमिन्दुमंयूखः X px Ц 
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18 कर्पूरचरितभाणः 


अन्योन्यं करताडनेन SIG स्वच्छन्दमाली जन- 
स्त्यक्ता मानकथा कृताञ्जलिरसावङ्गीकृतं लाघत्रम्‌ | 
आगःशल्यपरम्पराः सुभग याश्चित्ते मम त्वत्कृताः 
सर्वास्ताः शशित्रिम्बचुम्बकशिनालोरेन दूरीकृताः] и १४ и 
(नेपथ्याभिमुखमवलोक्य साशङ्कुमाकाशे) 


कि पुनतरिहसितमुखः प्रियवयस्यः ? न खलु मामुपहसति 
भवान्‌ ! ट्‌ 


किमात्य ? 


Taf एतादृश कृतार्थीकृतकुसुमशरः परस्परमनुरागबन्ध:, तत्किं 
तस्या दूतीभूय गहातप्राभृत:, प्रतिमुजङ्गं मञ्जीरकमनुसर्धितुं गतो.सीति 
हासेन स्फुटितोऽस्मि । 
वयस्य, एवं मा eral азиз: । कार्यात्रार्यकथास्‌ किन्न श्रतं 
त्वया t 

गर्वोर्मिभिरहार्याणां कार्यकौशलशालिनाम्‌ | 

न्यक्कारोऽपि शुभोदर्कः स्पृहणीयः чарча и чу и. 
तत्त्वां फलसम।त्तिरेवाराधयिष्यति | 


(आकाशे कर्ण दत्वा) 
किमात्थ ? : 


११ ES गैतूहलं तत्कथय मे 
355 खलु मे कौतूहलं, ac मे विस्तरेण निजदूतत्वम्‌ | 
१०. जइ एरिसो कअत्थीकअकुसुमशरो पराप्परमणुराअवन्धो, ता कोस 


तुमं तिस्सा दूदीभतिअ गहिदपाहुडो . पडिभ 1 
गदोसि fu हासेण pedi अगं मंजी रअमणुसंधिद्‌ a 


` ११. सुट्ठु खु मे कोऊहल्लं, ता कधेसु मे वित्थरेण णिअदूअत्तणम्‌ | 
j. See note j on p. 16 


https://archive.org/details/muthulakshmiacademy 


Du—————————————-"——————»——————— RR 
СС-0. In Public Domain. Digtized by Muthulakshmi Research Academy 


KARPURACARITA BHANA 19 


“Let the host of friends clap hands and laugh together. 
Giving up my pride I salute you. I won't take this 
seriously. Fortunate one, the series of sharp offences 
committed by you have all vanished from my heart 
by looking at the stone-slab touched by the moon's 
disc (or menthol)". (14) 


(looking towards the stage and apprehensively looking up) 


Why is my friend laughing again ? Surely you are not 
making fun of me! 
What do you say ? 

“I burst into laughter thinking that if your love is fulfilled 


thus, and you were mutually bound with love, why did you go on 
an errand to the rival suitor Мадлгака with a present” ? 


My friend, you should not laugh like this at a stranger. 
Have you not heard of matters relating to men of actions 2 


Even the humiliation of people who are clever at 
actions and are not carried away by waves of pride, 
is in some cases a welcome and desired event. (15) 


So you shall be rewarded £g. rich fruit alone. 


(cocking his ears skywards) 


What do you say ? 


“I am very curious, Tell me then in detail about your errand as a 
messenger, "^ 
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20 कर्प्रचरितभाण: 


आकणयतु मे वयस्य: | “aisg наета पानगोष्ठीगतस्य 
मञ्जीरकस्य qag ।” 


(इति हासं नाटयित्वा) 
एवमाह भवान्‌ ? 


२ 3 
Vs पुन आरम्भ एव हासेन विलुठति* भवान्‌ ? 


वयस्य, तद्वेष चेष्टानुस्मरणेन हवासपर्याक्रुलोऽस्मि | 


किमात्थ ? 
Ч Зи = 2 1» 
तन्मम पुरतः तमेव प्रकटय!” । 


कि न कथयामि वयस्याय ? 


वक्रो जूट: खल इव सदा कर्णदेशावलग्न: 
क्षीण: कूर्चो भट इव मुहुलंब्धलोहप्रस ङ्ग. | 
हस्ते शस्त्री भ्रमिशतकरी लासिकेव प्रगल्भा 
мые: UE Ol वाक्संराधी गद इव मुखे freq аат: ।। १६ n 
१२. कि उण आरंभ एव हासेण विलुठ दिवम्‌ t | 
१३. ता मह-पुरदो तं य्येव पअडेसु |ˆ ` | 
к. P. विलुण्ठति 


І. P. प्रकटय 


m. In this line ‘kirca’ and ‘loha’ as applicable to the soldier (bhata) 
aadi M añ jiraka described in the context have different meanings. - 
Kürca refers to the chest of the .bhata and any limb E f 
a Мавлгака. ''Loha"' is the bhata’s ‘metal armour’ р, П 9 > 
Meaning with reference to Manjiraka is not known althe aaa 
general sense intended in the context is clear enough IU Е 
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KARPURACARITA ВНАМА 21 


Let my friend hear. I went to МаййгаКа who was at a 
drinking party in the garden of love. 


(gesticulating laughter) 


Do you say this ? 
“Why do you rock with laughter even at the beginning?’ ? 


Friend, I was filled with laughter at the thought of his 
dress and behaviour. 


What do you say ? 
**You reveal that very thing before те”. 


What shall I not tell you, my friend ? 


Like a- crafty rogue, his twisted curly hair-do always 
touched hisears.!!, Тһе limb(s) in his body coming 
into close contact frequently (with women): is ema- 
ciated like a soldier, thin due to close contact with 
| armour). With a weapon in hand which he rotated 
| a hundred times, he looked like a skilled female 
| “dancer (who, circled many a time). And a roll of 

i betel in his mouth was like some sickness that 


। obstructed his speech. (16) 


11. Touching one's ears or giving news about others secretively, is a 
well known characteristic of a wicked person. 
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अपि च-- 
उच्चे्गाथा1ठनमशुभं श्रोत्रयोरात्मगीत॑ 
हस्ताघातेष्रसि तरलेमौंरजी वाद्यविद्या । 
भूयो भुयः कररुहूपदोत्मद्धिते दृष्टिरज़े 
(इति तथा तथाऽभिनयं दर्श धित्वा ) 
कतृ शक्त: क इव यदि वा तस्य दुश्चेष्टितानि ।।१७।। 


विज्ञप्तश्चासौ मया केतिचित्पाश्व॑स्थ-लटकसह॒चर श्वाघा- 
भिरुत्कन्धर: | 


(सप्रश्नयम्‌) 


Чата मञ्जी प्रेषितो 
За मञ्जीरक, प्रेपितोऽस्मि तव सकाशं अत्तया 
कलावत्या | भणितं च तया | | 


“ga मञ्जीरक | तावकीयं विलासवती, काहमस्या: 
कृपायाम्‌ ? कि नु त्वद्वियोगदहनेन विपन्नायामस्यां त्वमेको मे 
жее भविष्यसीति वेपते मे हृदयम्‌ । सम्प्रति 
g— 

हरहिमक रलेखादुबंला देहवल्ली 

श्वसितपवनयात्रामात्न एवोद्यमोऽपि o. 
तव सुभग, वियोगे विक्लवामित्थमेता- 
मपि विरहविरोधी शोचते पञ्चबाणः п १८ 11 


१४. आउत्त मंजीरम | पेसिदम्हि बह uni emn उ पेसिदमिहि तुह amd कलावदी 
Е i भत्ताए ए ॥ 
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KARPURACARITA BHANA 23 
Moreover, 


Harsh to theears was the loud recitation of his song 
(flattery). His art of drumbeat was the beating of his 
own chest with moving hands. Again and Again he 
looked at his body that bore the nail-marks.1# (17a b с) 


(showing the respective gesticulation) 


Who will ever be able to do his evil deeds ? (17 d); 


I informed him who held his neck high becuase of certain 
ruffians grouped around him. 


(Modestly I told him) — 


“Noble Майјтгака, ‘mother’ Kalavati sent me to you.” 13 


She tells this— 
‘Son Manjiraka, such is Vilāsavatī; what can I do 


` when she is so compassionate ? And moreover, my 


heart trembles that when she succumbs to the fire of 
separation from you, then you, my only son, will have 
a tarnished name. For, presently, 


Her creeper-like body is as thin as the crescent moon 
on $iva's head. She is just trying to manage to 
breathe. Lucky one, at your separation such is her 
suffering, and even cupid, the opposer of separation, 
grieves?. (18) 


12. The marks are due to his having enjoyed a woman lately- 


.13. Since Karparaka impersonates a messenger, his speech is in 


Prakrt. Manjiraka is the rival of Karpüraka and is in love with 
Vilasavati, the beloved of the latter. Kalavati is the mother of 
Vilasavati. 
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24 कर्प्रचरितभाण: 
ततस्तेनोक्तम्‌-- 


“अस्त्येवमम्बाया हृदयं, विलासवत्यास्तु कर्पूरकासक्तचेत सः, 
के वयम्‌ ?" 


ततो मयाभिहितम्‌ — 


Waa एवं नास्ति” | 
ततः स मामभ्यधात्‌- “भद्र ! नवागमनत्वादनभिज्ञो भवान्‌ | 


अद्याम्बा कलहायिता सह मया कार्य нате व्रतं ` 
बाधन्तेऽद्य ममाङ्गकानि नृपतेर्नाटये नियोगोऽद्य मे । 
इत्थं मत्प्रतिषेधबद्धमनसस्तस्याः प्रभूतारुचेः 
spia; कापि विजृम्भते नवनवव्याजोक्तियुक्तिक्रमे ।।१९॥ 


अपि q— 


मय्यारब्धकथे सखीजनमभिप्रस्तौति वात्तान्तरं 

साकूतं कुरुते मुहुमंम समस्यान्यस्य गर्हाग्रहम्‌ | 
मद्विज्ञानकलासु क्‌णितमुखी मौनं समालम्बते 

निद्रां नाटयते करोति च पुनर्व्यक्तं पुराणागसाम्‌ ।। २० И 


किमाख्यातेः ? व्यक्तमेव कि नार्दाश त्वया विलासवत्याः 
केलिगृहे कपूंरकालेख्यं यत्रायमालिखितः элаз а 


'वाचालत्वं पदालग्नो मञ्जीर कुरुतां चिरात्‌ । 
कर्पूर एव सर्वाङ्गसङ्गस्तौभाग्यभाजनम ।। २१ ॥ 
у. णत्थि एवं णत्थि | 
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KARPURACARITA BHANA 25 


Then he said- “Mothers heart feels this way, but 
Vilasavati is drawn to Karpüraka. Who are we 2” 


Then I said — 
“No, no, it isn't so”, 


Не told me - “Good man, since you are a newcomer, 
you do not know about this. 


Today I have quarrelled with mother Kalavati. I 
have to perform a difficult task!! now. My limbs 
ache and today the king has commanded me to give a 
dance-recital. Thus with great dislike for me and in 
her determination to get rid of me, she has clearly 
revealed new kinds of indescribable, crafty tricks. (19) 


Moreover, 
When I start to speak she initiates some other topic 
with her friends. Often she intentionally criticises 
another person similar to me. She makes faces at my 
proficiency in the arts, observes silence and pretends 
to sleep ; she also reveals my past faults. (20) 


What is the use of my talk ? Did you not see clearly 
at Vilàsavati's sport-house the portrait of Karpüraka, on 
which is found written the following verse— ८ 


‘Let the anklet (or vita Майјіга) that clings to the 
foot be noisy (or garrulous) for long. Camphor (or 
vita Karpüraka) alone is fit for auspicious contact 
with all limbs’. (21) 

14. It is not clear from the context what this task or vrata is. 
Probably it refers to his difficult assignment of ihe concert that 
he is to perform that very day and that is терй aed in th 
following line of the veres. 
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26 कर्प्रचरितभाण; 
तन्नामसाम्यप्रीत्या च शिशिरेऽपि कर्पूरेण सर्वाङ्गाति च्छुरयति а 
(कर्ण दत्वा) 
किमात्य ? 
१६अहो ते धम्यत्वं uq प्रतिपक्षमुखात्‌ निजसौभाग्यं श्रुतम्‌ | 


(ब्रीडामभिनीय) प्रियवयस्य, समग्र तावदाकर्णय | ततस्तद्वचत- 
माकर्ण्य कणौं पिधायाभ्यधायि मया 


१७/'कलहायित आर्यपुत्रः एवं जल्पति । स्वप्तेऽपि नेतत्सम्भाव्यत | 
सम्प्रति खलु- 


सा रागभ्ृतहदया असदृशरूपस्य सकलसुजने । 
аа विग्रहस्य विरतिमभिलषत्यनन्यव्यापारा ॥ २२ ॥ 


किमात्थ ? 


fe तेन विज्ञातं मविपरीतार्थं तवैतद्वचनम्‌ ? 


१६. अहो ते धन्नत्तणं जं पडिवक्खमुहादो णिअसोहगगं णिसुणिदं । 
१७. कलहाइदो भाउत्तो एवं जंपेदि। शिविणएवि ण एदं संभावीअदी । 
संपदं खु, 
सा राअभरिअहिभआ असरिसरूभस्स सअलसुअणम्मि | 
а विग्गहस्स विरदि अहिलसइ अणण्णवावारा ॥ 
१८. कि तेण fawré विवरीदत्थं तुह एदं वअणं ? 


n. The printed text gives the chaya ‘Vivrtartha’ for *Vivaridat- | 
tham’. I have taken it to be “Viparitartha’ (dubious) as suiting 5 
the Prakst word and the context. 
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KARPURACARITA BHANA 27 


With a delight in the similarity of the names, even during 
cold weather she anoints all parts of her body with 
menthol”. 


(lending his ear) 


What do you say ? 


“Oh you are truly blessed in listening to your good fortune from 
none other than your opponent (poo 


(Gesticulating shyness) Dear friend, listen to everything. 
On hearing his words I closed my ears and said— 


‘The respectable one is in a quarrelsome mood and blabbers thus. 
This is not possible even in a dream. Now indeed, 


Vilasavati, with her heart filled with love and nothing else, 
has developed a special liking (or indifference!®) for your 
personality whose charm has no equal amongst all Iucky 
people". (22). 


What do you say ? 


«Did he know that these words of yours were dubious ?? 


E RE ини 

15. The Sanskrit chaya for this Prakyt passage is missing in the 
printed text. 

16. ‘Virati’ usually means ‘arati’ (indifference). It could also mean 
‘Vigesa-rati’ (special love). Мавлгака in his exuberance, takes 
it in the latter sense while Karpuraka really means the former. 
Candanaka refers to this double meaning and intention sarcasti- 
cally in his following query. 
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28 कर्परचरितभाणः 


(विहस्य) कुतः विज्ञातम्‌" 7? अनेनेव वचलोपन्यासेत परितुष्टेन 
गृहीतं ताम्बूलचम्दननवीनांशुकादिप्राभृतकम्‌ । उक्तोऽस्मि च 
सपरितोषम्‌ - “भद्र निपुणक, 135 गच्छ । तेनास्मदङ्गूलीय- 
काभिञ्ञानेन ग्रहीष्यसि पारितो ang दीनारसहस्नम्‌ | 
वयसप्यागतप्राया एवं । 


(नेपथ्याभिमुखनाकर्णनाशिनयं कृत्वा सपरितोषमाकाशे) 


वयस्थ चन्दलक | आकर्णय आकर्णय, एवमिहोद्युज्यते । 
एवंविधबुद्धेरेवंविधभेव फलं युज्यते । यद्यनेन दग्धमञ्जीरकेण 
गणिकायाश्रन्द्रसेतायाः परिमुषितं वस्तु, तत्किमेष त्वदीयचीनां- 
тага: सुव्यक्तं पर्यटति चत्वरेषु ? तदिदानौमस्य 
राजकारागारकीलितस्य कः प्रतीकारः ? अर्थ॑सः्योऽप्यस्य 
छलकलिताङ्गुलीयकाभिमानेन ча एवापहृतः । 


किमात्थ ? 


Wig तस्या чаи: атат: परिमुष्य तत्त्वया चीनांशुकं 
कपटप्राभृते मञ्जीरकस्य दत्तम्‌ ? 


(सहषंम्‌) वयस्य ! अथ किम्‌ । 


(पुनराकाशे) 


एवमाह भवान्‌ ? 
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(Smiling) How will he know ?7 Ву these mere introduc- 
tory words he was pleased ; he gave me presents like betel 
leaves, sandal paste and new clothes. Happily he told 
me— “Good Nipunaka, go, go. By this token of my ring 
you shall receive a thousand coins (dinaras) at my house. 
I too shall closely follow you". 


(Gesticulating listening off-stage and delightfully 
speaking) 


Friend Candanaka, listen, listen. Here is what J am 
trying to do. For one of such discernment, this sort of 
result alone is proper. If the wretched Manjiraka has 
stolen Candrasena's!? belongings, then why does he rove 
about publicly in the crossroads, elegantly dressed in your 
China-silk ? Now that he is locked up in the royal prison, 
what is his retribution? All his hoard of wealth too has 
been snatched by some one laying his claim on Manjiraka’s 
ring reccived under a pretext. 


What do you say ? 

“Did you steal the courtesan Candrasena's China-silk and give the 
fraudulent gift to Manjiraka ?” 

(Happily) Friend, yes. 


(Again off-stage) 
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30 कर्पूरचरितभाणः 


хәта वयस्य, साधु ! प्राप्तं मया तव मेला अर्ध फलं यत्त्वया | 
चन्ट्रसेनायाः परिमुषितं सर्वस्वम्‌ । अहं खलु तया हताशया हा रदत्तदत्त- 
हृदयया तिर्धेनीकृतो$स्मि । तदा पुनः समग्रं फलं भणितव्यं यदा हारदत्त- 
स्त्वया कुत्रापि संकटे पातितव्यः । 
वयस्य, प्रतिपालय कियन्तमपि कालम्‌ 1 तदपि फलितप्रायम्‌ | 

(पुनराकाशे) 

एवमाह भवान्‌ ? 

Хе खलु एतत्‌ प्रहर्षस्थानं, «аа निवेदय यथा चन्द्रसेना 


परिमुषिता हृति” । 


आकणेयतु मे वयस्यः 1 उपढौकितो मया हारदत्तः 
हारस्तस्ये । उक्तं च- 


२२.स्वामिनि, दिष्ट्या ada! जितं यूते स्वामिना हारदत्तेत 
सकलद्यतकरसर्वस्वम्‌ | अहं खलु त्वां बधीपयितुं प्रेषितोऽस्मि' । 


२०. साहु वअस्स साहु । पाविदं मए de मित्तीए s फलं जं तए _ 
चंदसेणाए परिमुसिदं सब्वस्सं । अहं खु तीए हआसाए हारदत्त- 
दिन्नहिअआए णिद्धणीकदोम्हि। तइआ उण समग्गं फलं भणिदञ्वं 
जइआ हारदत्तो तए कहिपि संकडे पाडिदव्वो 1 

२१. परमं खु एदं पहरिसिद्ठागं ता वित्थरेण णिवेदेहि । जहा तए 
चंदसेणा परिमुसिदत्ति । 

२२. सामिणि, fefesat वड्ढसि 1 जिदं जूअम्मि सामिणा हारदत्तेण 
सअलजूदअरसव्वस्सं | अहं खु तुमं वद्धाविदुं पेसिदोम्हि | 
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«Well done friend, well done! Ihave reaped half the fruit of your 
friendship since you have stolen all the wealth of Candrasena. I have 
been readered penniless by the wretched Candrasena who has trans- 
ferred her love to Haradatta. When Haradatta is placed in some 
difficult straits, then the full result can be claimed '*.18 


Friend, wait for some time. That too is almost accom- 
plished. 


(Again off-stage) 


Do you say this ? 


“This is a matter of great satisfaction. Therefore tell me in detail 
how Candrasena was robbed’. 


Let my friend listen. I took Haradatta’s necklace as a 
present and told her— 


‘Madam, you are lucky. At the dice-game Master Haradatta has 
gained the wealth of all the gamblers. I have been sent to congratu- 


late you”. 


18. समग्गं फलं भणिदव्वं (समग्रं फलं भणितव्यं ), literally “the full 
result can be spoken of". Or perhaps the correct word here is 
भवितव्यं (भइतव्वं ) 


19. Since Karpüraka impersonates Haradatta’s servant his words 
are in Prakjt. 
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कर्प्रचरितभाण: 
ततश्च सा-- 

“[कपयभसृतवाप्यां स्नानकेलिप्रसद्ध 
उयति किसु वृष्टिं माकरन्दीं बसन्त: | 
मुपगताहं वेधवीं राजधानीम्‌ 

हरिणाक्षी हारमासुच्य मेने ॥ २३ ॥ 
प्रवृत्तश्च तद्गृहे हारदत्तागमन इव हारमाल्रागमनेऽपि महोत्सवः । 
उक्तश्चास्मि तदम्बया सायांवत्या= 


“वत्स, वत्स ! २२अस्माकं खलु अद्य मदिरापराधीन: परिजनः | 
एतदस्माकं सर्वस्वं чая | तदप्रमत्तेन भवितव्यम्‌” | 


ततो मयाभ्यधायि— 
Venema सन्देहः, अप्रमत्त एव तिष्ठामि” 
अथाहं dag मत्तमुप्तपरिजने अस्वामिक इव प्रकामं सर्वस्वः 
मःदायापक्रान्तोऽस्मि | 
(पुनराकाशे) 
वथस्य चन्दनक ! किमेवं कुप्यसि ? 


Rca त्वया मम प्रतिपक्षस्य हारदत्तस् प्रेषणं कृतम्‌” ? 


२३. अम्हाणं खु अज्ज मइ्रापराहीणो .परिअणो | एदं अम्ह सव्वस्सं तुह 
य्येव । तो अप्पमत्तेण भोदञ्वं | 


२४. णत्थि एत्थ संदेहो । अप्पमत्तोय्येव चिट्ठामि | 
२५. कीस तए मह पङ्विक्खस्स हारदत्तस्य पेसणं कदं | 
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Then, 


the deer-eyed lady put on the necklace and thought 
to herself— “Is this the occasion for water-sports іп 
a well of nectar? Has the spring produced a shower of 
honey ? Have I come to the city of the moon ?” (23) 


There was great festivity in the house at the arrival of 
just the necklace, as if Haradatta himself had come there. 
Candrasena’s mother Маудуай told me— 


«Му son, now the attendants are under the spell of wine, All these 
belongings are yours. So be carelul", 


I told her— 


“‘There is no doubt that I should be careful”, 


Then, when the intoxicated attendants fell asleep, as in an 
unoccupied house, I took away all the possessions at will 
and ran away. 


(Again off-stage) 


Friend Candanaka, why are you so angry 220 


“How did you go on а commission to my adversary Haradatta ?” 


Loc lieet me Romer. अमन А 


20, Candanaka considers Haradatta as his worst rival and hence 
he is very angry at the very thought of Karparaka going to him. 
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34 कर्पूरचरितभाणः 
प्रसीद प्रसीद ! न हि न हि, मया तत्प्रेष्येणेतदध्यवसितम्‌ | 
आकर्णय आकर्णय | 
(सोपहासं) जानात्येव तदा भवात्‌ | 
ग्रन्थिच्छटाविकटजीर्णपटेकवित्तः 
स्कन्धा पितद्विगुणबाहुयुगोत्तरीयः | 
क्रोधोपभुक्तकठिनीधवलाधरश्री- 
यूतप्रभोरहमभूवमतिप्रसादी и २४ и 
तादग्विधचेष्टितश्चाहं गतो माणिभद्रस्यायतनम्‌ | एवमात्थ ? 
२६कि तव यूतकरस्य माणिभद्रेण ? 
वयस्थ, मेवम्‌ । 
रूपान्तरं पुरारातेः प्रतर्याथदलनोद्धुरः 1 
बिनिद्रयति भद्राणि माणिभद्रः सदेव नः I २५॥। 
उपालब्धश्च मया दौगेत्योपतप्तेन भगवान्माणिभद्रः | 


“।वृजोपहारविनियोगपरम्पराभि- 
रायासयन्ति च धनानि च संहरन्ति 1 
आशामयं genfa द्रढयन्ति पाशं 
विश्वप्रलम्भनपरा हि सदेव देवा: и २६॥। 


तन्ममार्पय प्रागपितपूजोपहारान्‌ । माणिभद्र ! दृष्टा 
त्वया मदीया भक्तिः | अभक्तिरपीदानीं दृश्यताम्‌ 1" इति 
परुषाक्षरमुदीर्य विश्रान्ते च मयि— у 


२६. कि gg जूदअरस्स माणिभद्देण ? 
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KARPURACARITA BHANA 35 


Ве calm, be calm. No, no, I did this through his servant. 
Listen, listen. 


(Laughing) Then you will know it well. 


Having only an uncouth, tattered cloth with 
numerous knots, with my two hands placed (crosswise) 
on my shoulders as the upper garment, my lower lip 
white as chalk due to infection with anger, I became 
a great favourite of the Lord of Gamblers. (24) 


Being engaged in such activities I went to the temple of 
Mianibhadra.2 


Do you say thus ? 
“Gambler that you are, how are you concerned with Manibhadra ? 
Friend, it is not so. 

Manibhadra, a manifestation of Lord Siva, and steady 


in destroying adversaries, always showers us with 
auspicious things. (25) 


Tormented by difficulties, I reproached Lord Manibhadra— 


“The gods exhaust (the devotees) by forcing them to 
give up many offerings of worship. They take away 
their wealth and strengthen the firm noose of desires. 
The gods are always intent on cheating the world. (26) 


Therefore, give me back the offerings presented to you 
earlier. Minibhadra, you have seen my devotion. Now 
you see my insincerity, too”. Having spoken these harsh 
words, when I was wearied — 


21. A king of the yaksas. Cf. Mahabharata critical edn. Poona 
Ш. В. 2. 123; Kathasaritsagara, Taranga 121. v. 3. 
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36 क्पूरचरितभाणः 
(इत्यधौंक्तो दीर्घमुष्णं च निःश्वस्य वेबलव्यं नाटयति 1) 
(पुनराकाशे) 
वयस्य चन्दनक, किमात्थ ? 
Хр पुनस्त्वभेव एवं विह्ललोऽसि 


वयस्य, स्मरणमपि सुदारुणं तादृश्दशाया: ! तथा हि 


निदानं रागाणामजनि रजनीपूर्वंसमयो 

जजृम्भे सा हृद्या मधुरमदिरागन्धलहरि: | 
उदीर्णा सा यूनां सहजसुभगा गीतसरणि- 

аат атаа यमनगरदौवारिकवचः и २७ 1 


अथ पुरुषः सहर्षं कश्चिदभ्येत्य भगवन्तं माणिभद्रमभ्यधात्‌- 


` २५८,अगवन्‌ माणिभद्र | नमस्ते। सकलोऽपि एष तव प्रभावो 
यन्मे स्वामी हारदत्तः द्यते जयलक्ष्मीबल्लभः | तद्गृहाणैनं पूजोपहारम्‌ | 
अपि च यदि मे कनिष्ठभ्राता निपुणको देशान्तरप्रवासित आगमिष्यति 
तदा एषोऽहं चतुरकः सवंस्वेन त्वां परितोषयिष्यामि | 


इत्याकण्ये च मया भवितव्यमस्माद स्माकं कियताप्याधिसमाः | 
धानेतेति कृतनिश्चयेन स चतुरको निगंच्छन्नुपयातः od 


ОША PED a SE Her ES. 
२७. कि उणं तुमं य्येव एवं विहलोसि | 
२८. भअवं माणिभह ! णमो दे। सअलोवि एस ge पहावो जं मे | 
सामी हारदत्तो जूअम्मिजअलच्छीवल्लहो । ता गेन्ह एदं पूओपहार । | 
अविअ जइ Я कणिद्रभादुओ णिउणओ देशान्तरपवासिदो आगः | 
मिस्सदि, ता एसो अहं чай सव्वस्सेण वि ga परितोसइस्सं | | 
o. ‘Asmad’ found in the printed text is superfluous. In fact thé 
whole sentence is somewhat clumsy. ў 


\ 
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KARPURACARITA BHANA 37 
(Half-saying this, sighing with hot, long (breaths), 
gesticulates dejection.) 
(Again off-stage) 
Friend Candanaka, what do you say ? 
“Why are you yourself depressed like this 2”? 
My friend, even the memory of that condition is very 
cruel indeed! For, 


Then came the nightfall, the cause of passions. The 
wave of the odour of intoxicating, sweet wine spread 
(all over). Youths broke out in naturally sweet songs. 
Close to me were the words of the door-keeper of 
Yama’s city. (27) 


Then a certain person happily came to Lord Manibhadra, | 


and said— 


“Tord Manibhadra, I salute you. It is all due to your greatness 
that my master Haradatta was victorious at the dice-game. There- 
fore, please accept this offering of worship. Moreover, if my 
younger brother Nipugaka returns after his exile in another country, 
then I, Caturaka, shall make you happy with all my wealth.” 


I heard him and decided that I should make up my mind 
to somehow control my sorrow. I then came out and 
approached Caturaka. 
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38 कर्पूरचरितभाण: 


भथ स ages: परिमलाहूतरोलस्बचक्रवालककृतनील- 
तिरस्करणीविभ्रमं विवेश शौण्डिकागारम्‌ । अथ तदङ्गणाददूरतः 
स्थितेन प्रारेभे मया करुणस्वरं कपटशोकाभिनयः । “यथा किल 
Sarg भणितं खलु केनापि सुश्रातृसंज्ञकेन एतत्‌ | 


'देशे देशे कलत्राणि देशे देशे च बान्धवाः | 
तं तु देशं न पश्यामि यत्र भ्राता सहोदरः? и २८ п 


हा धिक्‌, हा धिक्‌! अहो, मे दुष्टजीवितस्य qaa, 
यत्तादृशस्य gag: चतुरकस्यापि विरहेण न निःसरति ! ” 


अथ तेन मदालापसमुद्दीपितसमधिककरुणा रह दयेन ससम्भ्रम- 
मभ्येत्याभि हितोऽस्मि- 


Mee | न त्वं मम NL निपुणकः 1" 


अथ मया Wr तूष्णीमेव स чета: । ततोऽहं तेन 
श्रातृवियोगदु:खभरविजुम्भमाणताराक्रन्दितेन कण्ठे गृ हीतोऽस्मि | 


अथ मयाऽभ्यधायि- gery मुञ्चतु मामार्यः । अलीकभ्राता 

खल्वहम्‌ 1 सदेव आर्यस्य दुःखमुत्पादयामि ।” 

२९. साहु भणिदं खु केण वि सुभादुअरसण्णुएण एदं । 

३०. gal हद्धी | अहो मे दुद्वजीविदस्स सुदिढत्तणं, जं तारिसस्स 
सुभादुअस्स चदुरअस्स वि विरहेण ण णीहरदि । 

३१. ча, ण gW मह कणिट्ुभादुओ णिंउणओ | 

३२. HAS मुंचढु मं अज्जो । अलिअभादुओ खु अहं | सइय्येव अज्जस्स 
दुक्खमुप्पादेमि | 

р. P. साश्रेण. The correct reading could be सास्रेण or साश्रणा. 
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KARPURACARITA BHANA 39 


Caturaka then entered a tavern that was provided with 
a dark screen as it were, of bee-swarms attracted by the 
odour of wine. Then I, who was not far ой from the 
tavern's verandah, started to show off my false grief in a 
pathetic tone as follows— 


*Some one who has an amiable brother?? fas said it well 
indeed ! 


‘You can find a wife in every country; you can find a 
kinsman in every country. I have yet to see the 
country where a brother is as though born of the same 
womb’, (28) 


Alas, alas! My wretched life is so strong that it does 
not leave me even after being separated from such a good 
brother like Caturaka.”’ 


Then he, his heart moving with much pity as incited 
by my words, hurriedly came to me and said— 


“Good sir, are you not my younger brother Nipunaka ??? 


I with tears, silently held on to his feet. Не then wailed 
louder and louder on account of the grief of separation 
from his brother Nipunaka and clasped my neck. 


І told him— “Let me go, let me go, noble sir! Iam 
indeed a fraudulent brother. Always I make the respect- 
able one suffer”. 


22. Rama (Valmiki Ramayana, Yuddha. 104.14) laments in the 
battlefield at the loss of Laksmana, who was not his uterine 
| brother. 
Although recited by Каграгака in the guise of the lowly 
} Nipupaka, this verse is in Sanskrit since it is a quotation from 
f the Ramayana. 
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40 कर्परचरितभाणः 


(पुनराकाशे) 
ud विहसति भवान्‌ ! 


3 ^ fi е E n 
Regal ते अलीकनिपुणकस्यापि वद्धुवदने s सत्यं निपुणत्वम्‌ ¦ 
वयस्य चन्दनक, कि वचनेन ? पश्य मे कार्य एव नपुणम्‌ । 
FIN तावदग्रतः । 


अथ ч चतुरकेण समधिकारमहोत्सवेन शौण्डिकोऽभ्यधायि- 


EN 


“д खलु मे धर्मपिता । देहि मेऽपरां मदिराम्‌ | 
मानयिष्ये मधूत्सवम्‌ । मिलितो मे चिरप्रवासितः कनिष्ठभ्राता 
निपुणकः | एष खलु हारदतप्रेषितो हार: सर्मापत: यच्चद्ध- 
सेनायाः सकाशात्‌ प्राप्स्ये तत्ते समर्पयिष्ये” । 


अथ मया जरदम्बरग्रम्थितः समुन्मोच्य समुपवीतं तस्प 
हिरण्यशकलम्‌ | उक्तं च मया 


Magy चतुरक, गृहाणेतत्‌ । मया खलु तव प्रभावेणैव 
बहुतरमर्जितम्‌ । कि पुनः चौरापराधतः एतदेवोच्चरितम्‌ g^ 
३३. अहो दे अलिअणिउणअस्स वि वंकवभणम्मि सच्चं णिउणत्तणं | 
३४, तुमं खु मे धम्मपिदा । देहि मे अवरं मइरं। माणइस्सं महुसवं । 

मिलिदो मे चिरपवासिदो कणिट्टभाटुओ णिउणओ 1 एद खु 

हारदत्तपेसिदं हारं समप्पिअं, जं चंदसेणाए सआसादो पाविस्सं i 

समप्पिस्सं । 

३५. अय्य aga! गेन्ह एदं मए खु < पहावेणं य्येव agat 
अज्जिदं । कि उण चौरावहारादो एदं य्येव उच्चरिदं । 
q. P. gives the cchaya वङ्कवदेन for the Ргаки वडकवअनम्मि. 
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KARPURACARITA BHANA 4l 
(Again off-stage) 
Thus you laugh at me ! 


“Although you are a fraudulent Nipunaka, you are indeed 
clever (nipuna) at double entendre"? 123 


Dear Candanaka, what is the use of talking? See my 
skill in action too ! Listen to me further. 


Caturaka then told the wine-seller with great delight— 


*You are my legitimate father. Give me another 
drink. I shall honour the festival of wine. Му long- 
exiled, younger brother Nipunaka has joined me. Here 
I offer the necklace sent by Haradatta. Whatever 1 receive 
from Candrasena, I shall offer to you later". 


I then took out a part of the gold from out of my 
knotted tattered clothes and then told Caturaka— 


*Respectable Caturaka, accept this. I have earned 
much only by your greatness. Moreover, have I snatched 
only this by the crime of theft ? 


23. Candanaka is himself punning on the word 'nipuga' and also 
complimenting Karpüraka for his earlier statements carrying 
double meanings. Hence phonetically and meaningwise वडकवचने 
ог वक्रवचन should be the correct chaya for the Prakrt वडक- 


वभनम्मि 
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42 कर्प्रचरितभाण: 


अथ तेनोक्तम्‌- 
«ает, १९अनुचितं खल्वेतत्‌, कनिष्ठस्त्वम्‌ | 
ततो मयाउभ्यधायि-- 
Weng, किमेतद्वस्तुभूतमू ? मया पुनः आर्यस्य प्रसादेन 
बहुतरमजितव्यम्‌” d 
अथ स तद्गृहीत्वा जग्राह भूयसीं मदिराम्‌ | 
किमात्थ ? 
२३८८. त्वया अस्थाने व्य 
` 'कि पुनः त्वया अस्थाने द्रविणव्यय: प्रकृतः ? 
वयस्य, मा ҸҸ: | 
व्यभिचरति न दाहच्छेदकाषक्रियाभि- 
जंगदुपक्ृतिपाव्रं जातरूपं तदन्यत्‌ । 
कनकमिदमनीदुरिविश्चविश्वासघात- 
प्रणयिगहनमायाजालजातात्मलाभम्‌ 1 २९ и 
अथ स॒ चतूरकः, 
निस्थामकरणग्रामः प्रकामं सीधुसेवया । j 
निद्रया साव्द्रया ग्रस्तः सन्निपातादिवापतत्‌ и ३० й И 
३६. अणुचिदं खु एदं, कणिट्ठो तुमं | 
३७. अय्य, कि एदं बत्थुदं ? मए उण अज्जस्स पसाएण बहुदरं अज्जिदव्वं। 


३८. कि उण तए अट्टाणे दविणवओ वकदो ? 


г. The original Sanskrit in the printed text reads as— Kim etad 
Vastubhitam, or “what is this coin in comparison to you ?” 
Of course by saying it Karparaka disguised as Nipunaka, = 
flatters Caturaka. Although ‘Vastubhitam’ is thus significant 


in the context it can not be the Sanskrit equivalent for 
*Vatthudam" in Prakrt. 
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KARPURACARITA BHANA 43 


He said— 


**My dear, this is quite unworthy of you as a younger brother” 


I replied him— 


T А : ; 
“Respectable sir, what is the use of this money? I have to 
earn much more by your grace", 


He then accepted the coin and got a lot of wine, 


й 


What do you say ? 


“Why did you spend money at an unworthy place (person)" ? 


Friend, don't be afraid. 


Unique indeed is that gold which is fit for helping 
people and does not change through heating, cutting 
and polishing. Different from it is this gold that has 
come into being from the dense web of fraud that is 
fond of destroying the faith of all.24 (29) 


Then Caturaka, 


with his limbs becoming powerless because of exces- 
sive drinking, and overcome by deep slumber, fell 
down like one affected by high fever.25 (30) 


24. The two halves of the verse emphasise two distinct aspects of 
gold - of its helpful and unchanging nature on the one hand and 
its acquisition and spending by foul means on the other, The 
former is significantly referred to by the epithet ‘jatacapa’ (with 
form as at the time of origin) and the latter as ‘kanaka’ (from 
‘kan’ ‘to glitter"). Also Vatsaraja cleverly suggests here that 
Karpuraka fraudulently gives counterfeit coins to Caturaka. 
Cf. Virodhaka’s speech below 31/32. 2 

25. ‘Sannipata’ due to morbidity of the three humors (phlegm, 
wind and bile). 
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44 aq ea arai: 


ag च चषकचुम्वनमात्रपरो मदिरयाऽनभिभूतस्तदुत्स ङ्गतो 
हारमादाय निष्क्रान्तोऽस्मि | 

(नेपथ्याभिमुखं कलकलाकर्णनाभिनयं कृत्वा पुरोऽवलोक्य 

ससम्भ्रमम्‌) 
(आकाशे) 

विरोधक, किमुद्‌'्रान्तो धावसि ? 
आपत्प्रशान्तिषु परा तव बुद्धिसिद्धि- 

Я त्रासलेशमपि तत्त्वयि सम्प्रतीमः à 
क्वापि प्रमादपरवरानसि चेत्तदेष 
तत्रास्ति मे रिपुकुलान्तकरः कृपाणः 11 ३१ И 
(आकर्णनाभिनयं कृत्वा) 

किमात्थ ? 
area, से किमपि भयं नास्ति । अहं खलु चन्दनक वर्धापयितुं. 

प्रधावितो$स्मि 1 एष खलु एतस्य प्रतिपक्षो हारदत्तो राजपुरुषे निगृहीतो 
निर्वास्यते । एतस्य किल भृत्येन चतुरकेण अलीककनकदानेन शौण्डिको 
абна: । अपरेण च निपुणकेन हाराभिज्ञानदानवस्चिताया चन्द्रसेनाया: 
सर्वस्वं परिमुषितम्‌ । तवापि सा प्रतिपक्षभूता कुट्टिनी कलावती दुहित्रा 
विलासवत्या गणिकागणस्य पुरतः कृतशपथतिबंन्ध माजन्म परित्यक्ता । 

३९. णत्थि मे किम्पि web णत्थि | अहं खु चंदणअं वद्धाविदुं xe जास जे कस wal яя | बह а Чача वद्धाविद पहाविदोम्हि 
एसो खु एदस्स पडिवक्खो हारदत्तो राअपुरिसेहि णिगिहीदो | 
णिव्वासीअदि । एअस्स किल भिच्चेण चढुरएण अलिअकणअदाणंण | 
सोडिओ वंचिदो । अवरेण अ णिउणएण हाराहिण्णाणदाणवंचिदाए 
चंदसेणाए सव्वस्सं परिमुसिअं । तुज्झवि सा पडिवकखभूदा pa 
कलावदी दुहिदाए विलासवदीए गणिआगणस्स पुरदो कअसवह- 
Reri आजम्मं परिचत्ता । 

.s. P. आक्रोशे t. P. Omits मे. 
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I, who had just sipped the wine-cup and not being intoxi- 
cated, took the necklace from Caturaka's lap and came 
out. 


(Towards the stage, Karpüraka shows action of “listening 
to a clamour" and looks bewilderingly in front.) 


(off-stage) 


Virodhaka?9, why do you run puzzled ? 


In putting down difficulties your intellectual faculties 
are sharp. Hence I do not imagine in you even the 
slightest fear. But, if you are faulty somewhere, then, 
here is my sword, the destroyer of the hoards of 
enemies. (31) 


(Pretending to hear) 


What do you say ? 


“No, I am not afraid of anything. I am running to congratu. 
late Candanaka. Here his rival Haradatta is imprisoned by policemen 
and banished. The inn- keeper has been cheated by Haradatta's 
servant Caturaka with counterfeit gold. Another person posing as 
Nipunaka stole all the precious things of Candrasena, who was 
deceived by the offer of a token necklace. The bawd Kalavati, your 
enemy, has been given up by her daughter Vilasavati for her entire 
life, by a vow made in the presence of many courtesans”. 


Ts NESSIE RE 
26. Virodhaka, a friend of both Candanaka and Karpüraka, is the 
second interlocutor with whom the latter conducts imaginary 


conversation. 
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46 कर्प्रचरितभाण: 


(सहषम्‌) वयस्य विरोधक, दीर्घं जीव, दीर्घं जीव | 
पीयूषसिन्ध्रुरजनिष्ट विनष्टनक्रः 
प्रोच्छिन्तदुर्जनकथाऽजनि काव्यगोष्ठी | 
जाताद्य चन्दनलता भूजगीवियुक्ता 
यत्कुट्ुनीविरहिंता गणिका बभूव ।। 33 и 
तत्कथय कथमिदं संवृत्तम्‌ । 
(आकर्णनाभिनयं कृत्वा ) 
एवमात्थ ? 
४०म॒या खलु प्रथमं भणिता सुनिभृतं सा कलावती- “एषा खलु तव दुहिता 
द्यूतकरकर्पूरके विलग्नहूदया तव सर्वस्वमुत्डाय तस्य समर्पयिष्यति। तत- 
स्त्वया अप्रमत्तेन भवितव्यम्‌” | पुनश्च मया विलासवती एवं गृहीतार्था कृता- 
“यथा किल एषा तव माता कर्पूरकपक्षपातकारणेन विरक्ता तव सर्वस्वम्‌ 
उत्खाय कुत्रापि गमिष्यति | तदद्य रजन्यां निरीक्षितव्या त्वया एषा” | 
ततो यःमिन्याः प्रथमयामे कलावती द्रविणस्थानमुत्खनन्ती विलासवत्या 
нате कलहायिता निर्वासिता च | 
(gs ren) 
वयस्य चन्दनक, पश्य पश्य, भगवतो माणिभद्रस्य प्रसादमहि- 
मानम्‌ ! faala दिने: कृतकृत्याः स्मः | 


Хо, मए खु पढमं भणिदा सुणिहुदं सा कलावदी- “एसा खु ge दुहिदा ` 


जूदअरकपपूरमि्मि विलग्गहिअआ ge aar उक्खणिअ तस्स 
समप्पिस्सदि | तो ас अप्पमत्ताए भोदव्वं 1” पुणो अ मए विलास- 
वदी ud गहिदत्था कया — ‘чат किर एसा तुह. अच्तिआ 
कप्पूरअपक्खवादकारणेण विरत्ता ge सब्वस्सं उक्खणिअ कहिपि 
गमिस्सदि | ता अज्ज रअणीए णिक्खिदव्वा तए एसा ।” तदो 
जामिणीए पढमजामम्मि कलावदी दविणट्ठाणमुक्खणन्ती बिलासवदीए 
सकेसग्गहं कलहाविदा णिच्वासिदा अ | 
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(Joyfully) Friend Virodhaka, may you live long ! May you 
live long ! 


The ocean of nectar devoid of crocodiles has come 
into being. A band of poets thoroughly rid of evil 
gossip is born. Now is arising the sandalwood creeper 
unentangled by female serpants. For, the courtesan 
has become separated from the procuress. (32) 


Now tell me how all this happened. 
(Gesticulates listening) 


Do you say thus ? 


“At first I secretly told Kalavati-- “This daughter of yours 
attached to the gambler Karparaka, will dig out all your wealth and 
hand it over to him. You have to be careful,” 


Again I informed Vilasavati thus-- 


“Since you are favourable to Karpuraka, your mother being 
indifferent, would go elsewhere, having dug out the wealth. So this 
night you must be watchful of her.^* 


Then in the.first quarter of the night, Vilasavati caught hold of 
Kalavat; in the act of digging out the wealth, quarrelled with her 
and sent her away.” 


(Joyfully in the sky) 


Friend Candanaka, see, see the magnificence due to the 
grace of Manibhadra ! We have succeeded in two ог 
three days.?7 


27. This shows that the duration of the incidents narrated in the 
bhaga was about to two three days. Most bhagas describe 
only a day's incidents. See the Introduction for more details. 
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48 कर्पूरचरितभाण: 
(पुनराकाशे आकर्णनाभिनयं कृत्वा ата) 


एवमाकाशवाणी श्रूयते-- 


“वत्स mds, न तथा त्वद्भक्त्या परितुष्टोऽस्मि यथा ` 
तहिने रोषगर्भेरुपालम्भ: । तत्किं ते भूयः प्रियमुपकरोमि ? 


(साश्चयंहषेमाकाशे प्रणम्य) 


भगवन्‌, प्रसीद, प्रसीद, क्षमस्व दुिनयम्‌ | एषः पुनः पुनः 
प्रणतोऽस्मि । 
विपत्पयोधौ निहिता विपक्षा: 
पुर्णा: प्रकामं कनकेनिकायाः | 
शान्तोऽन्तरायः प्रमदासुखानाम्‌ 
अभ्यर्थये तत्किमहं कृतार्थः ॥ ३३ :। | 


तथापीदमस्लु— 
लोकः सदा नन्दतु पूर्णकामः | 
चन्द्राधेचूडे निबिडानुरागः | 
वषेन्लु कामं सलिलं पयोदा: 
Жатат: कनकं नरेन्द्रा: y ३४ ॥। 


u समाप्तोऽयं कर्पूरचरिताभिधानो भाण: ॥ 
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KARPURACARITA BHANA 49. 
(Again lending his ear to the sky, with surprise) 


Anaerial voice?8 is thus heard ! 


“Dear Karpüraka, I was not so pleased with your 
devotion as I was by your indignant censure that day. 
!s there another favour І can do for уоц29 9? 


(Offering an upward salutation with glee and 
astonishment) 


Lord, be pleased, be pleased! Please put up with my 
immodesty. I salute you again and again. 


My rivals have been put in the ocean of calamities. 
The houses are richly filled with gold. I have over- 
come my impediment. I pray for the enjoyment with 
women. Have I not achieved everything ? (33) 


But still let this 0829 — 


Let the world be happy with fulfilled desires! May 
there be deep love towards the lord Siva with the 
crescent moon! May the clouds shower profusely ! 
Moved by compassion may kings shower gold ! (34) 


End of the Karpüracarita Bhana. 


28. This is the voice of lord Manibhadra. 

29. Any drama-type in Sanskrit concludes with verses introduc 
by statements like fa ते भूयः प्रियमुपकरोमि and तथा 
(भरतवाक्यम्‌ ). For more details on the final bene 
see the Introduction. 
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